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This dissertation presents, for the first time, a freestanding account of notions of time and 
temporality as seen in the visual arts of the late Archaic and Classical Greece and contextualizes 
it within the larger cultural history of time. There is a growing consensus among scholars 
regarding a societal shift in fifth-century Greek attitudes towards time, from the authority of the 
past to the uncertainties and the immediacy of the present. This dissertation explores such 
changing notions of time in the visual tradition in four different ways: firstly through the 
personification of the key notion of kairos, which embodies on many levels the manifestation of 
this new temporality; secondly by investigating the emergent interest of the “historical present” in 
the artistic subject matter of the so-called Historienbilder; thirdly through a detailed investigation 
of new pictorial strategies in Greek vase painting that carry specific temporal attributes, by 
focusing on the motifs of jumping, lifting and dropping; and lastly, by dissecting the anatomy of 
the popular motif of "erotic pursuits" in vase painting, which embodies the sensory nature of this 
new temporality that hinges upon the notion of suspense and delay. These investigations employ 
a new phenomenological framework that centers on the “embodied viewer”, connecting the 
temporality as understood by the viewer with that which is portrayed in the object, bringing 
together the visible temporality in art and the experienced temporality of the society, which the 
viewer inhabits. This framework is first sketched out by offering a phenomenological reading of a 
full 3-D digital reconstruction of the Lysippan Kairos. Such changes in the notion of time in the 
visual arts, seen as early as the late sixth century BCE and fully manifest in the Classical period, 
is also put into relief by a brief examination of analogous literary techniques, with a focus on the 
case of Aeschylus.  
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Introduction: Time in Greek Art 
“Painting in its co-existing compositions can only make use of one moment 
of action, and must therefore choose the most pregnant one, by which the 
past and future may be rendered most intelligible.” 
 
Gotthold Ephraim Lessing, Laocoön, p. 316 
  
 
 In G.E. Lessing’s seminal essay on comparative aesthetics, systematic distinction between 
the ‘arts of time’ and the ‘arts of space,’ namely, poetry and painting—or more generally, 
narrative and visual arts—gives fundamental structure to his exploration of the character of these 
respective genres.1 In 1964, E. H. Gombrich, in his “Moment and Movement in Art,” comments 
that Lessing’s dichotomy remained unquestioned for two centuries, accounting for the relative 
neglect of temporal exploration in pictorial representations. To Gombrich the notion that a 
picture represents a punctum temporis, or an instant, is “not only an absurdity logically, it is a 
worse absurdity psychologically.” 2  Building up from the days of Franz Wickhoff, who 
systematically formulated the notion of "continuous narrative" in the context of Roman Art 
(interestingly, just around the time of the invention of cinema), we have come to accept the 
notion that the pictorial arts can never be divorced from time and temporality; even a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Lessing 1865. 
2 Gombrich 1964, 297. 
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photographic image, requiring various durations of exposure, is not exempt from the Zeno-like 
paradoxical discourse. 
 The past several decades have witnessed an ever-increasing interest in the relationship 
between time and image, whether it is philosophical or aesthetic in nature, or grounded in the 
particulars of certain visual materials. The former may tap into the limitless historical discourses 
on the philosophy of time,3 or modern cognitive sciences,4 while the latter usually concentrates 
their efforts on visual narratives, exploring temporal relations within the perimeter of pictorial 
narrations.5 The field of visual narratology, in close relation to literary narratology, is a growing 
discipline associated most often with contemporary visual studies, as well as film studies. Many 
of such studies, however, operate on the notion of image as an autonomous object that needs to 
be scrutinized, implying a generic, passive viewer, assuming a static viewing position. 
 Specifically in the field of Greek art, there have been a number of exploratory efforts 
during the last century on decoding pictorial narrative strategies, culminating with Stansbury-
O’Donnell's Pictorial Narrative in Ancient Greek Art (1999), which provides the most up to date 
and comprehensive volume on visual narratology in the field.6 While based on Roland Barthes’ 
work on Structuralist Narratology in literary studies, Stansbury-O'Donnell attempts to create 
from scratch, a self-sufficient system of formalist visual narratological elements as building 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 See Le Poidevin 2007; For anthologies on the philosophy of time, see Gale 1967, Le Poidevin and Macbeath 1993; 
see also Turetzky 1998 and Wagner 2008. 
4 e.g., Currie 1995. 
5 See, for example, Brilliant 1984; Dehejia 1997. 
6 For previous discussions on pictorial narrative strategies, see Weitzmann 1947; Shapiro 1994, 1-10; Snodgrass 
1982. 
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blocks for the pictorial narrative as a whole. The promise of pictorial autonomy is paramount, 
especially with the growing awareness in recent narratological studies on problems of cross-
disciplinary research, which may shed further light on the methodological consequences between 
visual and literary fields.7 
The study of how the narrative unfolds in a pictorial representation is but one aspect, 
albeit an important one, of the relationship between time and art. If Stansbury-O’Donnell’s book 
marked a break-through in the growing field of visual narratology in Greek art, there is still a 
marked absence for a discussion on time and temporality itself, in relation to visual arts in the 
Greek world.8  Moreover, this lacuna is rather striking when contrasted with the relative 
abundance in almost all established fields of Classical scholarship. Least surprising are the 
profuse philosophical inquiries elucidating ancient philosophers’ discourses on time, from the 
Pre-Socratics, through Plato and Aristotle, all the way to St. Augustine.9 The discussion of time 
in Greek literature, most prolific in detailed narratological studies, has been revolutionized since 
the publication of Jacqueline de Romilly’s Time in Greek Tragedy (1968), which gave shape to 
subsequent studies on literary time concepts not only in drama but also in epic and lyric poetry.10 
Fruitful discussions on time have also risen in comparative historiography, juxtaposing 
Herodotus and Thucydides in their philosophies on time as well as their respective narrative 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 See Heinen and Sommer 2009, and especially Horstkotte 2009, in the edited volume. 
8 Stansbury-O’Donnell (1999, 86-91) includes a brief discussion on temporal implications of the various narrative 
constructions, under the heading, "narrative time". 
9 For some of the recent, notable studies on ancient philosophy of time, see Wagner 2008, Coope 2005, Manchester 
2005; see also, Sorabji 1983. 
10 See in particular, de Jong and Nünlist 2007. 
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techniques.11 Finally are the studies on the organization and measurements of time, be it 
political, civic, or religious calendrical time keeping; or scientific advancements in mathematical 
astronomy and time-keeping instruments, all of which give us insights into ordinary people’s 
perception of time.12 
But when it comes to the study of Greek art, we do not have a comparable, systematic 
exploration of time concepts or notions of temporality, that is, outside the domain of strict visual 
narratology. A few isolated examples in the past decade or two remain a precious testimony to its 
potential for being a productive avenue of research; especially, the edited volume by Peter Bol, 
of case studies spanning from Archaic literature to Hellenistic sculpture, loosely connected under 
the title Zum Verhältnis von Raum und Zeit in der griechischen Kunst, marks an onset of an 
explicit interest in exploring temporal concepts in the visual arts of Greece.13 In addition, Eric 
Csapo and Margaret Miller's 1998 article on the shifting notions of political time, and their brief 
diachronic examination of narrative time in art within that context, remains the sole carrier of a 
temporal discourse on Greek art that attempts to paints a larger picture. 
The main thrust of Csapo and Miller's argument is not unrelated to the current project's 
contextual background, in that it postulates a fundamental change in the way temporality was 
construed at the dawn of democracy around the turn of the fifth-century. 14 The change from a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Dewald 2005; de Jong and Nünlist 2007, 115-146; Dunn 2007, 111-150; see also, Hunter 1982. 
12 Dunn 2007, 12-36; see also, Mikalson 1975 and Pritchett 2001 for civic and political time; for the most recent 
scientific and astronomical treatment of time in antiquity and its impact on ordinary people’s perceptions, see 
Hannah 2009. 
13 Bol 2003. 
14 Csapo and Miller 1998. 
 5	  
past-oriented archetypal "aristocratic temporality" to a new, present-oriented phenotypal 
"democratic temporality" is built upon the notion of "human progress" of Christian Meier, which 
was different in ancient Greece than it is generally thought of today.15 Meier's idea pertains to the 
notion of a presentist attitude—that thoughts and actions in the immediate present, through the 
politicized empowerment of individuals, could control and influence the future. This political 
temporality of democracy, contrasting with the long durée of that of the social, is not unlike the 
dichotomy that was long recognized by B.A. van Groningen, who problematized the co-
existence of conflicting notions of time, which was on the one hand "mythical" and on the other 
"historical".16 Or, for that matter, it can also be thought of as a reformulation of Pierre Vidal-
Naquet's distinction of "divine" and "human" time in Greek thought.17 While there is a detectable 
effort in trying to avoid falling back on the evolutionary model, or the developmental grand 
narrative—most notably typified by Herman Fränkel—the binary model of time also remains 
something of an essential dualism, where one mode gives way to the other and in the process 
produces conflict. 18  Moreover, viewing these cultural modes as "all-controlling" in the 
Foucaudian sense also has the notable disadvantage of effacing human agency, while subscribing 
disproportionately to a top-down model of cultural production. In seeing an "increasing 
temporalization" and growing complexities in visual narrative structures, Csapo and Miller's 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 Meier 1990, 186-221. 
16 Van Groningen 1953, 93-108.  
17 Vidal-Naquet 1986, 39-60. 
18 Fränkel (1933) stands at the dawn of the discourse on Ancient Greek temporality; he maintains that "temporal 
awareness" only appears after Homer and does not fully develop until Aeschylus and tragedy. 
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investigation is not free from the persisting evolutionary framework; nevertheless it remains 
highly relevant for its large-scale contextualization to societal notions of time.  
 I do not claim to be able to circumscribe the notion of change by divorcing it altogether 
from the evolutionary paradigm, as I embark to scratch the surface of the looming question: 
"how does a societal shift in temporality manifest in the visual arts of Greece?" Rather, by 
rephrasing the question into "in what way and when do notions of time undergo a profound 
change in the visual arts of Greece?" I hope to give the visual tradition its deserved primacy on 
this matter—to let the objects speak for themselves—rather than regarding it as a window to the 
underlying text or historical events. This also means taking into account the particular character 
of the visual object that is essentially different from the literary or the historical object, i.e., 
investigating the temporality that is produced by the complex relationship it has with the viewer, 
as opposed to the reader or the listener. Then and only then can we recover the agency that is due 
to the art objects, which, unlike their literary or historical counterparts, are themselves 
fundamentally different agents of historical time, making their own time while also breaking it, 
as they physically live through and defy local historicities.  
 A recent development in the philosophy of history and theories of art history is most 
recently culminated in the newest treatise by Keith Moxey entitled Visual Time: The Image in 
History, in which he adopts a renewed phenomenological framework that underscores the notion 
of presence.19 This school of thought, whose discourse on time per se rests primarily on the 
disciplinary concerns of the historical project, nevertheless provides a useful methodological 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Moxey 2013; on the notion of "presence" in philosophy of history, see Runia 2006, and Ankersmit 2005. 
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model in approaching the question of the artistic temporality in ancient Greece. By prioritizing 
the viewer's experience with the "presentation" of the artworks, at any given moment, rather than 
regarding it as a "representation", it collapses the alterities of historical horizons, allowing us 
direct epistemological access to their perceptual significance in the ancient Greek world.20 While 
this is only possible by ascribing an inherent anachrony to the ontological status of the art object, 
it also assumes a multiplicity of temporalities that coexist, thus providing a methodological 
elasticity that prioritizes the physical presence of the work itself. 21  It is this recent 
phenomenological art historical school of thought that provides further nuance for foregrounding 
the ancient Greek concept of kairos, as it registers on two separate levels, both disciplinary and 
historical. First, by understanding the concept of kairos as the "opportune moment", a fleeting 
moment in time prioritizing the "present" and human agency as the ancient Greeks themselves 
did in their own culture, we are given a historical context with which to make sense of the 
changes in artistic temporality. Second, by understanding kairos as a qualitative, complementary 
concept to the quantitative notion of chronos, as it was embodied in the visual arts, we are also 
given the methodological access by way of Phenomenology, in order to understand what this 
change in temporality meant and how it was felt in the context of art.  
The very notion of phenomenological viewing and the Merleau-Pontian notion of 
embodiment―that consciousness is informed by the body and its intersensory dynamics―is 
central to the methodological framework of the current study.22 Such an understanding of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 On the notion of representation/presentation, see discussion on the so-called "Iconic Turn", Moxey 2008, 132-32.  
21 See discussions on anachrony and heterochrony throughout Moxey 2013. 
22 Merleau-Ponty 1962; Merleau-Ponty 1964. For a notable example of applying the phenomenological framework 
in art historical studies, see Fried 2002. 
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artistic temporality hinges upon the "active" experience of the physically present viewer, whose 
encounter with a three-dimensional object and its complex iconography unfolds both in space 
and in time. Therefore, the dissertation starts with not only a theoretical discourse on the ancient 
concept of kairos in chapter 1, but also a practical, virtual digital 3-dimensional reconstruction of 
the Lysippan Kairos—the sole visual personification of a time concept known from ancient 
Greece. The statue of Kairos by Lysippos is known to us through 2-dimensional renderings only. 
The phenomenological exercise of "reading" the Lysippan Kairos from the full 3-D digital 
reconstruction, never before seen in art historical scholarship, not only proves critical to the 
concept itself as it was understood the Classical Greece, but also provides a methodological 
model for the subsequent chapters dealing with the temporality of visual arts. 
If chapter 1 treats primarily the concept of time as the artistic subject matter itself, 
chapter 2 discusses the implication for time in the choice of the artistic subject matter, 
concentrating on the two celebrated examples of the Tyrannicide sculpture group and the 
paintings in the Stoa Poikile, notably the depiction of the battle of Marathon. Addressing the 
phenomenon of the so-called Historienbilder, a new form of art, which visually commemorated 
recent historical subject matters, I discuss both the conceptual and phenomenological 
implications for its temporality centered on the notion of presentism. In the case of the 
Tyrannicides sculpture group, it is the bodily emulation and identification, funneled by the 
context of the symposium, that inform the layers of the temporal process that is part of the active 
experience of perceiving; in the case of the Marathon painting, this is also elaborated with the 
cognitive function of memory, whether personal, physiological, or collective. 
 The subsequent chapters 3 and 4 deal with vase painting, and specific pictorial strategies 
that have important consequences for elaborating a new kind of temporality that begins in the 
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late-sixth century and the beginning of the fifth century. Chapter 3 examines motifs in vase 
painting that appear around that time, which consciously portrays a veritable moment—jumping, 
lifting, and falling—unified against the inevitable phenomenon of gravity, and further informed 
by the viewer's bodily memory of struggling against it. The delicate structuring of temporal 
layers, and explicit temporal discourses that revolve around the representation of movement are 
complemented by an observable tendency to identify and fix a punctum temporis. Here, the 
works of the Pioneer group of vase painters and especially those of Euphronios are scrutinized; 
the latter, as an individual artist, seems to make an innovative shift within an interval of ten years 
in how he treats two different subject matters. The effect of Euphronios' innovation on the 
temporal discourse is irrefutable, and it displays a novel sensitivity with which the viewers 
engage with the visual image.  
 The last chapter is an extensive treatment of the so-called "erotic pursuit", and its soaring 
popularity as a mode of representation, which takes off in the late-sixth century and early fifth-
century. The fast-paced pursuit that became practically a stock-motif towards the mid-fifth 
century exemplifies the growing mode of temporality, which was sensationalist and empirical by 
nature and characterized by the urgency of the present. I argue that this motif was also 
conditioned by the embodied nature of viewing discussed in chapter 3. In particular, an 
examination of black-figure precedents of the pursuit shows that they exhibit a remarkable 
awareness for a kinesthetic appreciation, which underscores the particular sensitivity with which 
pursuits were viewed as a suspenseful experience. The new pictorial strategy that was often 
employed with the erotic pursuit, of splitting the pursuer and the pursued on different sides of the 
vase, is given a close examination in relation to the modern discourse on the notion of suspense. 
This technique of manipulating time to the effect of delaying visual access is put into context 
 10	  
with the dramatic works of Aeschylus; the chapter on pursuits concludes with a discourse on the 





Chapter 1. On the Wings of Time: Kairos and the Lysippan Statue 
quid est ergo tempus?  
si nemo ex me quaerat, scio;  
si quaerenti explicare velim, nescio. 
 
What then is time?  
If no one asks me, then I know;  
but if someone asks me and I attempt to 
explain it, then I no longer know. 
 
St. Augustine, Confessions, 11.17 
1.1 Kairos: A Time for the Arts 
 Now, more than ever, we live in a world saturated with time-made-visible. A myriad of 
devices inhabiting our daily lives ensure that we do not forget the constancy of time as our 
unavoidable companion as a living being. From the moment our eyes take in the morning alarm 
clock setting us in motion, the day is marked with a constant stream of images that represent 
time. Portable time-telling devices, whether it is the face of an analog wristwatch or the digital 
display of a smartphone, accompany us throughout the day, allowing us to structure our activities 
with temporal precision. Global media devices surround us with visual reminders of time as well, 
whether it is the familiar opening sequence of the 6 O’clock news or the streaming tickers of the 
soaring price of the Apple stock. The popular expression that we live in this world as “slaves of 
time”— perhaps one of the vestiges of time personified — hardly seems an overstatement.    
 Time is everywhere, and yet nowhere. It is everywhere because we are surrounded by 
representations of time, which take up certain coordinates in the visible world. It is nowhere 
because time itself is essentially exterior to the three-dimensional cartesian space dominated by 
Newtonian physics, which we inhabit. But in the relatively recent history of mankind, time as 
described by physics underwent a characterization that the Continental tradition of philosophy 
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calls the “spatialization of time”. The time axis ‘t’ is as uniform as, and on equal footing with, 
the spatial axes, x, y, and z. Living in a post-Einsteinian four-dimensional world, entrenched in 
the positivist attitude propelled by the maddening pace of scientific and technological 
development, we have thus come to subscribe to a certain basic notion of time simply as a 
uniform, physical parameter that constitutes one of the basic axes of the universe. 
 That is, of course, until we are asked as individuals, what we think time really is. Most 
casual responses would most likely approximate something of a non-response along the lines of: 
"well, that is a good question." The fundamental perplexity with which the problem of time 
confronts us remains essentially unchanged from the time of Saint Augustine, who, nearly two 
thousand years ago, so remarkably and adroitly captured this sentiment in his response to the 
definition of time: “I know what it is if no one asks; but if anyone does, then I cannot explain it” 
(Confessions 11.17). This ever-present Augustinian sentiment of bafflement, when it comes to 
verbalizing—rather than instinctively understanding—hence rationalizing the essence of time, 
reflects the deep-seated complexity that accompanies time’s many facets: the notion that there is 
always something more to the nature of time than meets the eye. For Augustine, this 
unexplainable force of time’s nature was attributable to God; for the postmodern cartesianites it 
is the recognition that time as experienced by human beings has an inherent psychological 
quality that is unexplainable by the conception of the uniform, “spatialized time” of modern 
physics.  
 With the advent of Modernism in the late 19th and 20th centuries, it was thinkers of the 
Continental tradition, notably Bergson, who pioneered the non-cartesian view of time with his 
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durée, inseparable from his notion of intuition, and thus paving way for later phenomenological 
inquiries of the early and mid-20th century.23 Heidegger is no exception: in criticizing what he 
calls “vulgar” time, which is precisely this cartesian, uniform, linear time, equivalent to the 
infinite series of “now-points” described in Aristotle’s Physics, he proposes Dasein’s originary 
temporality as  “authentic” time, whose starting point is the limitation posed by one’s own 
death.24 This dual notion of time—having a qualitative flip-side to the quantitative cartesian 
characteristics—took on many forms throughout the 20th century and continues to this day in 
many areas of scholarly inquiries. In particular, in his Theses on the Philosophy of History 
(1940), Walter Benjamin explicates such qualitative characteristic of time as it relates to history: 
“History is the subject of a structure whose site is not the homogeneous, empty time, but time 
filled by the presence of the now [jetztzeit]” (XIV). Known commonly as Benjaminian messianic 
time, it critically opposes the view that history progresses in the continuum of “homogeneous, 
empty” chronology, and sees history as rather a constellation of events, strewn along a 
qualitative rubric of the now-times (jetztzeit). 
 Such 20th-century tensions between the chronological, homogeneous, cartesian 
conception of time, and the qualitative, value-ridden, phenomenological aspect of time are, in 
many ways, a reformulation of the prevalent dual notion of time that already existed in Classical 
Greece. John Smith first explicitly noted the dual notion of time in Greece as the quantitative and 
qualitative counterparts to the same phenomenon that is time:  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 Bergson 1910 (first published in 1889). 
24 Heidegger 1927; see also Heidegger’s notion of the Augenblick below.  
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Despite the frivolous note implied in the popular expression, “The Greeks had a word for 
it,” the literal truth is that they did! ... that the classical literature reveals two Greek words 
for ‘time’ -- chronos and kairos. These words embrace the uniform time of the cosmic 
system, the time which, according to Newton, aequabiliter fluit, and the time of 
opportunity or ‘occasion’ come and gone which marks the significant moments of 
historical action.25 
If chronos stands for the ordered, homogeneous, cartesian time that is a quantitative concept, 
kairos, on the other hand, forms the qualitative counterpart to chronos, taken to signify not just 
any time, but the “right time,” the opportune moment, the occasion, the fleeting instant that 
needs to be seized upon. If chronos is time as measure, as Aristotle defines it in Physics, 219b 
(IV. xi) as the “number of motion with respect to the before and after,” kairos is the 
irreproducible moment that is the “now,” the moment that demands decision and human action 
with utmost urgency. Such intrinsic duality that is manifest in the Greek formulation of time is in 
fact encapsulated in our usage of everyday language, in the two most common questions that 
relates to time: “How long?” [duration, measure], and “When?/At what time?” [moment]. 
Although an in-depth examination of the philosophical relationship between chronos and kairos 
goes beyond the scope of this chapter, two relevant points can be made here. First, that the two 
concepts are closely related and indispensable to one another, as kairos presupposes chronos, 
while chronos without kairos fails to explain the critical points of human experience.26 Second, 
that against chronos’ physical, cosmological, or metaphysical import, kairos showcases an 
anthropological, practical or historical import. Of course, such a strict dichotomy is never 
uncompromised, as such qualities tend to intermingle as well. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Smith 1969, 1. 
26 Note the beginning of Hippocrates’ book called Precepts translated as, “every kairos is a chronos, but not every 
chronos is a kairos.” (Jones I.313-115) 
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 The unfamiliarity of the term kairos and the absence of any cognates in contemporary 
English, which stands in stark contrast with the case of chronos, should not mislead us into 
undervaluing the former’s place in ancient Greek thoughts about time. On the contrary, as we 
shall explore further, there is a firm body of evidence attesting to the centrality of kairos in 
Greek approaches to time; it was the governing principle of many aspects of human life and 
endeavors in ancient Greece, from sociological to philosophical and from scientific to aesthetic 
domains. If anything, the loss of its concept in subsequent history seems to have compelled 
chronos into being the sole proprietor of time’s characterization. And the supremacy of chronos 
would have been sustained, were it not for the twentieth-century philosophical renaissance of the 
qualitative aspect of time (such as Bergson, Heidegger and the later Phenomenologists) and the 
concurrent re-emergence of kairos in classical scholarship. 
 It was the earlier 20th-century Italians scholars, to whom we owe the first systematic 
investigation of the notion of kairos in the ancient world. Augusto Rostagni and Doro Levi, both 
writing in the 1920s, explored the role of kairos in pre-Socratic thought, sophistic rhetoric as 
well as in the philosophy of Plato.27 While these early explorations provided a basis for the much 
later flowering of kairos in the scholarship on rhetoric in the last two decades (as explained in 
the next paragraph), it was also immediately followed by Paul Tillich’s notable recourse to the 
concept of kairos, in the context of early Christian theology.28 Kairos, for Tillich, is not only the 
fulfilled, creative moment of time and a time of decision, it is also the ripe moment and a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Rostagni 1922; Levi 1923. 
28 Tillich 1936; Note also, Heidegger’s notion of the Augenblick borrowed from Kierkegaard and Luther—the 
qualitative notion of the now, as opposed to the Aristotelian nun—is equated to the notion of kairos in his lecture, 
The Basic Problems of Phenomenology (1927, 24, 409). 
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turning-point in history that is manifest literally as the “appearing of Jesus as the Christ”.29 The 
earliest readers of Benjamin’s Theses, notably Adorno, noted the similarities between Tillich’s 
articulation of kairos and the Benjaminian Jetztzeit, which both subsume the notion of the 
messianic.30 It was the Italian historian Agamben, however, who secured kairos as the link 
between time and history, pinning the qualitative notion of time not only to the discipline of 
history, but also to our own historical moment, and thereby opened the path for kairos to re-enter 
the discourse of time.31 The most recent treatment of kairos by Giacomo Marramao, within the 
discourse of contemporary philosophy and history and their relationship to time, is indeed a clear 
manifestation of a maturing trend.32 
 The study of kairos as a concept in antiquity in classical scholarship has seen a 
resurgence, especially in the field of rhetoric, since James Kinneavy’s seminal essay entitled, 
“Kairos: A Neglected Concept in Classical Rhetoric,” was published in 1985. Drawing upon the 
foundational work of Italian scholars earlier in the century, Kinneavy reinvoked the importance 
of the concept of kairos as it relates to the practice of rhetoric, triggering an active inquiry which 
culminated in the 2002 edited volume, Rhetoric and Kairos: Essays in History, Theory and 
Praxis.33 As it is amply demonstrated in this volume, kairos as “timing” has everything to do 
with the successful practice of rhetoric, both interior and exterior to the speech itself. In other 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Tillich 1948, 32f. 
30 Lowy 2005, 87. 
31 Agamben 1993, 104-5; see also De La Durantaye 2009, 376, for a common reading of Benjamin’s and Agamben’s 
notion of “messianic time”. 
32 Marramao 2007; see also Baird 2011, a lengthy book review of Marramao 2007. 
33 Sipiora and Baumlin ed. 2002. 
 17	  
words, one must not only choose the right moment to speak at all, but also the right sequence and 
timing within the speech. It was Gorgias, along with Protagoras, as the first generation of 
Sophists, who first conceptualized kairos as the key component and determinant of rhetoric and 
the essential ingredient to successful improvisation, which lies in the ability to adapt to the 
particular circumstances and exigencies.34 Plato’s Phaedrus, in a passage following Socrates’s 
account of an ideal rhetoric, presents a useful digest of how kairos is operative as a skill in the 
practice of the art of rhetoric. A student, having learned the theoretical knowledge of persuasion, 
goes out in the world to apply his rhetorical skills to a particular set of circumstances: 
... here, now present to him in actuality—to which he must apply this kind of speech in 
this sort of manner in order to obtain persuasion for this kind of activity—it is when he 
can do all this and when he has, in addition, grasped the concept of propriety of time 
[kairos]—when to speak and when to hold his tongue [eukairos and akairos], when to 
use brachylogy, piteous language, hyperbole for horrific effect, and, in a word, each of 
the specific devices of discourse he may have studied—it is only then, and not until then, 
that the finishing and perfecting touches have been given to his science. (Phaedrus, 271-
72b) 
 
 But timing, of course, is not everything. The complexity that the concept of kairos 
harbors is attested in its variety of usage that goes beyond its temporal reference per se. The 
notion of propriety seen already in the expressions, the “right timing” or the “opportune 
moment”, was also used as an aspect of kairos independently of its temporal component. 
Kairotic practice of rhetoric thus meant that not only the speech had to be timely for the 
particular occasion, but the content also had to be appropriate for a particular set of audience, 
delivered at the right place, and done in an appropriate manner and style. There is indeed a rich 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Rostagni 1922; Guillamaud 1988. 
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body of examples that attest to this atemporal dimension of kairos, as it has been compiled in 
Monique Trédé’s comprehensive 1992 volume, on the usage and meaning of the term from 
Homer to the end of the 4th century BCE. As the title of her book suggests, Kairos: L’à-propos 
et l’occasion, the definition of kairos is thus two-fold. On the one hand, it is l’occasion, the 
particular qualitative aspect of time itself as has been dealt with so far, complementing the notion 
of chronos. On the other hand, it means l’à-propos, variously translated as “propriety”, 
“apposite”, “decorum”, “due measure”, “right proportion”, and a host of other related concepts 
that have far-reaching consequences for almost all human endeavors. Indeed Plato, in his fourth 
book of the Laws, declared that, “Tyche (chance/fortune) and kairos (opportunity/propriety) 
cooperate with God in the control of all human affairs” (709b).35 
 The most often quoted passage in Hesiod, “Observe good measure, and proportion 
[kairos] is the best in all things,” captures the essence of the atemporal meaning of kairos.36 He 
warns the reader not to overload the wagon, which will cause the axle to break and ruin its 
content. The Archaic Greek poet Theognis is also noted to have used the term kairos in the sense 
of “moderation” or “due measure” in opposition to the sense of “extreme” or “excess.”37  
Because these few early usages are atemporal in meaning, there is a general consensus that a 
gradual evolution of the term, from atemporal to temporal, took place. The first mixed usage 
appears with the fifth-century poet Pindar, who is credited to have introduced the notion of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35 See Smith 1969, 8, for a discussion on Plato’s dialectic contrasting kairos and tyche as opposites.  
36 Hesiod, Works and Days 694. 
37 Theognis 401; see Wilson 1980, 179. 
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kairos into the tradition of choral poetry.38 In the arena of tragedy—a new genre of literature that 
has been recognized as particularly time-sensitive—there are indications that Sophocles, in 
comparison to his predecessor Aeschylus, used the term more dominantly in the temporal sense 
of “due time.”39  
 As it will become clearer later in this chapter, the atemporal meaning of kairos as l’à-
propos, never became obsolete, and it continued to function alongside with the notion of kairos 
as a core aspect of time. It has been duly noted that even in Roman times, Cicero’s notion of 
kairos combined both the aspect of “timeliness” and the “proper” (prepon), and that Ciceronian 
practice of rhetoric is governed by the notion of decorum, a principle by which the orator is 
expected to adapt his speech to the exigencies of the moment (Orator, 21.71). 40  In the 
development of philosophy, kairos is equally important both for the Pythagoreans, who regarded 
the concept as one of the laws of the universe and allied with the notion of justice (dikaion), as 
well as for Plato and Aristotle, in their formulation of ethics.41 Combining both the notion of 
“proper measure” and the “right time”, the two key components of kairos, Plato constructs the 
doctrine of virtue as the mean between two extremes.42 This notion is further developed by 
Aristotle, whose ethics is based on the particularity and the contingent. For Aristotle, real justice 
and its effectiveness comes not from the rigid application of theoretically define laws, but from 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Wilson 1980,180-87; Burton (1962, 46), however, suggests that Pindar’s usage of kairos may have never been 
temporal.  
39 Wilson 1980, 190-96. 
40 Miller 2002 contrasts the Ciceronian notion of kairos-as-decorum as an expected quality, with the Gorgian notion 
of kairos-as-timeliness as the “uniquely timely, spontaneous, and the radically particular” (xiii).  
41 For the notion of kairos in Pythagorean thought, see Rostagni 1922, Kucharski 1963, and De Vogel 1966. 
42 Levi 1923, 277-79. 
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the spontaneous and fair adaptation of these laws to the variability of the situation, and this, 
following the rhetorical principles of Gorgias, is entirely the domain of kairos.43  
 It is not surprising, perhaps, given the nature of the close relationship between ethics and 
aesthetics in Greek thought (the good and the beautiful), that kairos was noted already by Doro 
Levi as playing a significant role in the domain of aesthetics. In his 1924 article on kairos and 
Plato, Levi notes the common basis of Plato’s ethics and aesthetics as the concern for “right 
measure”; while principles of harmony and symmetry govern Platonic aesthetics, ethics is based 
on truth and justice, which, in turn, requires that citizens establish connections that overcome 
conflicting elements into a state of inner harmony. The principle of proportion that governs both 
the good and the beautiful is epitomized in Plato’s Timaeus: “Everything that is good is 
beautiful, and the beautiful always proportionate; accordingly a living creature that is to possess 
these qualities must be well-proportioned” (87c). The principle of kairos, thus, as a link between 
ethics and aesthetics, dominated by the notion of “due measure”, “proportion”, “balance,” 
translates naturally into the spatial domain of artistic practice.  It is this aspect of kairos, as it 
relates not only to the theories of aesthetics but to the practice of visual arts in Classical Greece, 
that will be particularly relevant for the current project. 
 Although it seems expedient to regard the concept of kairos as having two independent 
meanings, which are on the one hand temporal and on the other non-temporal, such neat 
delineations are, one must be reminded, to a large extent artificial. In fact, many instances of the 
word’s usage can be thought of as having ambivalent meanings with respect to temporality, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 Guillamaud 1988, 367. 
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where it can be thought of both as the right time and the right measure or propriety. As in the 
case of rhetoric, there has been much recent attention to the notion of kairos in the Hippocratic 
corpus, and understandably so, as the root kair- appears some 264 times in the entire corpus 
according to a database count.44 The successful application of a treatment of an illness entails not 
only knowing the opportune time for each particular case, but also the appropriate measure, of 
food or medicine that must be administered accordingly. And it is with these senses of timing 
and propriety together that kairos constitutes the core of the empirical practice of Hippocratic 
medicine; kairos is the key notion in the situational determinism based on observation of facts 
and the wide body of knowledge.  
 Kairos as the governing principle of the human intervention in the practice of medicine, 
when applying the theoretical knowledge to the particular situational context, resonates also with 
the rhetorician’s job, as we have seen with Gorgias as well as in the writings of Plato and 
Aristotle. It was Isocrates, however, often regarded the most influential rhetorician in fourth 
century Greece, who is credited for structuring a full-scale program of rhetorical paideia—
system of civic education—around the principle of kairos.45 Isocrates’ system of phronesis or 
“practical wisdom” and pragmatic “ethics” is at the core of his success as a civic educator, 
achieving his goal through teaching the art of rhetoric, the process of which is informed entirely 
by kairos. For Isocrates, thus, kairos was not only the key to making a good rhetor, but also 
pragmatic thinkers capable being leaders in various parts of the society.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Eskin 2002, 99; see also Roth 2008, 86-91. 
45 Sipiora 2002, 7-15. 
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 Not a few years after the death of Isocrates, Lysippos, court sculptor to Alexander the 
Great, fashioned the first known statue of Kairos as a youthful divinity. It is rather exceptional to 
note that an anthropomorphic Chronos is virtually unknown in the visual tradition of the Greeks, 
leaving the Lysippan Kairos as the sole visual representation of “time personified” in Archaic 
and Classical Greece. This fact in itself may attest to the special importance of the concept of 
kairos for the visual arts, which, unlike the case of literary studies, has been largely unexplored. 
The following pages are thus devoted to a comprehensive treatment of the Lysippan Kairos, 
which will include: a new reconstruction of the original statue from the surviving literary and 
visual evidence, a digital visualization in full three-dimensions, and a phenomenological reading 
which is only possible through such a visualization. Finally, through this process, I offer an 
interpretation of the statue, not only based on the recent surge of literary and philosophical 
studies on the concept of kairos, but also based on the three-partite relationship between the 
reconstructed form, viewer, and content. In particular, it is Isocrates to whom I turn—whose 
entire educational system is structured around the concept of kairos—as a model and analogy for 
Lysippos, who, I believe, structured his system of artistic principles around the notion of kairos 
and made it manifest in his chef d’oeuvre, as his visual treatise. 
1.2 The Lysippan Kairos: Literary and Visual Sources 
Conventionally dubbed “Opportunity”, the image of Kairos46 as a personified figure is 
known to us through a Lysippan creation in the late fourth century BCE (ca. 334). The original 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46 When I refer to the concept and term I use italicized lower case (kairos), and when I refer to the personification of 
the divinity, including specifically the statue, I use non-italicized capitalization (Kairos).   
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free-standing bronze statue, whose existence is made abundantly clear in both visual and textual 
sources, may have been first created at Pella in Macedonia for Alexander the Great.47 The two 
most often cited textual references—a Hellenistic epigram by Poseidippos (142.12 A-B) not even 
two generations after the creation of the statue, and the much later fourth century CE passage of 
Descriptiones (VI) by Callistratos—both bear witness to Lysippos’ genius behind the wonder 
(thauma) of his creation, rendering the viewers speechless (aphasia) at the spectacle.48  Himerios 
even credits Lysippos for “enrolling Kairos among the gods,” and “expounding his nature 
through the image,” which he fashioned.49 There is suggestive evidence that Kairos became a 
divine figure around mid- to late-fifth century, as Pausanias (5.14.9.2-7) mentions the existence 
of his altar at Olympia and invokes the Hymn to Kairos by the fifth century poet, Ion of Chios, 
who was the first to identify Kairos as the youngest son of Zeus. Pausanias, however, does not 
mention any statuary or an image of Kairos in this context, thus leaving Lysippos to be the first 
artist to be explicitly credited with a personified image of Kairos.50 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Moreno 1995, 190; there are a few locations that are indicated in the literary sources, which include Pella, Sikyon, 
Olympia, and that a version was seen (in post-antiquity) in the Lauseum at Constantinople. Tzetzes, Chiliades 
10.266-272 (from the Byzantine period) is the only source that mentions Alexander the Great directly in conjunction 
with the Lysippan Kairos. That Posidippos, the author of the near-contemporary epigram, was also from Pella, is 
taken to be an indication for the original to have been set up in Pella, where the epigrammatist would have seen it. It 
is possible that more than one copy were made as well. 
48 Of the seven literary sources listed by Johnson (1927), it is only the two in Latin (Ausonius, Epigrammata 33 and 
Phaedrus, Fabulae 5.8), which do not explicitly ascribe the authorship of the statue to Lysippos. Both Latin authors, 
however, do not specify the statue they described as Kairos: Ausonius names her Occasio (a female personification), 
and Phaedrus gives us Temporis instead. 
49 Himerios, Eclogae, 14.1 (Johnson 1927, 284, no. 36). 
50 Stewart (1978) speculates the existence of a statue of Kairos by Polykleitos, but without explicit evidence. 
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The complex iconography of the Lysippan Kairos indeed presented a special challenge to 
ancient authors, whose ekphraseis went beyond simple vivid descriptions of the statue’s 
appearance and offered various interpretative meanings behind its attributes. The mental 
reconstruction of the Lysippan image of Kairos that we gather from these written sources 
resonates surprisingly well with the few visual remains that we have, albeit with a few minor 
discrepancies, allowing for a reasonable reconstruction of its original appearance: 
A winged male figure, in full bloom of his youth, stands as if on tiptoe, in a 
precarious pose to denote swiftness, with pairs of wings sprouting from each ankle, 
further reinforcing the potential for movement, while he holds a blade in his hand, 
standing for the “sharpness” of his character, on which he balances a scale. The 
peculiar arrangement of his hair is of particular interest—the abundant locks of hair 
flow in tresses over his forehead, while the back of his head is bald, so that one 
might grab him easily at encounter, but not once he has passed. 
Unlike other celebrated Greek statues, whose original appearances in bronze are often preserved 
in full-scale, 3-dimensional Roman marble copies, the visual evidence for the Lysippan Kairos 
consists only of two dimensional renderings: three marble reliefs (only one of which is preserved 
in full), and a handful of gems (Figures 1.1-1.4). While none of the surviving pieces, all dated 
variously from the 1st century BCE to the 2nd century CE, can be thought of as a faithful 
reproduction of the actual three-dimensional bronze statue by Lysippos himself, together they 
paint a rather consistent picture of its overall appearance. That the visual evidence consists solely 
of two-dimensional images is a rather curious lacuna that will be addressed again later. Some 
scholars, indeed, regard the absence of a three-dimensional replica with suspicion, falling back 
on the textual sources, which they consider as allegorical or rhetorical displays rather than 
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accurate descriptions of the original statue. 51  As such, existing scholarship has naturally 
concentrated on exploring the relationship between text and image mainly from the textual point 
of view, in the context of “ekphrastic scholarship.”52 The famous epigram by Poseidippos 
(142.12 A-B) is a case in point. Construed as an imaginary dialogue between the statue itself and 
a passerby, the epigram contains a pressing sequence of questions and answers that progressively 
reveals the form and meaning behind the statue. Existing scholarship tends to focus on the 
psychological dimension of the reader of the epigram, whose process of reading and decoding 
the statue’s meaning is but ‘supported’ by the visual image.53  
 Art historical scholarship on the Lysippan Kairos, on the other hand, mainly carried out 
by the Lysippan specialist Paolo Moreno, has rarely gone beyond analyzing and synthesizing the 
scanty visual evidence, and offering interpretative readings of the statue’s iconography. 
Rectifying the lack of attention given to the phenomenological dimension of the sensory act of 
viewing is partly the motivation behind this study: I thus call for an equally sophisticated 
understanding of the physically-present embodied “viewer,” whose interaction with the actual 
three-dimensional statue unfolds both in space and in time. Then and only then, I argue, the 
form, nature, and meaning of the statue emerge, revealing its true colors. A three-dimensional 
reconstruction is therefore imperative. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51 Johnson 1927, 164; Ridgway 1997, 304; Prauscello 2006; There is, however, no reason to disbelieve its material 
existence fashioned at one point by Lysippos, any more than we should discredit the colossal Olympian Zeus by 
Phidias. If anything, the remarkable consistency in style and iconography displayed by the various two-dimensional 
reliefs should reinforce the existence of an underlying model. 
52 Prauscello 2006; see also, Goldhill 1994. 
53 Prauscello 2006, 513-14. 
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 The pentelic marble relief in Turin, thought to be part of a sarcophagus and dated to the 
2nd century CE, is the only fully preserved image of Kairos that survives (Figure 1.1).54 The other 
two relief fragments of 1st century BCE from Trogir, Dalmatia (Figure 1.2) and the Athenian 
Acropolis (Figure 1.3), show remarkable consistency in style and iconography with the Turin 
relief. While the Turin relief is now thought to be genuine a Roman copy, one must always keep 
in mind that there may be departures from the Lysippan original in the stylistic details. 
Therefore, while the form and style of the final reconstruction was based largely on the Turin 
relief, the Trogir or the Athens fragments were followed as closely as possible, as they also date 
closer to the Lysippan original. Nevertheless, the visual evidence, on the whole, crystalizes the 
literary descriptions further: the figure of Kairos, in the full bloom of his youth (as it is 
emphatically stated by Callistratos), strains to balance himself daintily on his toes, a pair of 
wings sprouts directly from each ankle. The characteristic half-crouching position is shown in 
profile, his left knee bent at right angle, right leg extended forward. His upper torso also bends 
forward with his arms held up as if to compensate for the protruding leg. In his left hand he holds 
a razor, on which the scale is balanced, with his right hand, he nudges, or tests the plate. 
 At first sight, the Turin relief gives the impression that Kairos is walking daintily on both 
feet, with his weight distributed evenly between them. This has prompted many scholars to 
describe him as “walking on tiptoe”, or “balancing like a tightrope walker.”55 But careful 
inspection reveals that his right foot is, in fact, slightly lifted off the ground, unlike the ball of his 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Moreno 1995, 195 (cat no. 4.28.3); for issues of authenticity, see Carinci 1985-1986, who refuted the earlier 
assessment by Bagnasco 1976-1977 designating the Turin relief as a Renaissance forgery. Based on its comparison 
to other neo-attic reliefs, Carinci concludes that Bagnaso’s allegations based on stylistic assessment is unfounded. 
Moreno 1995 accepts Carinci’s arguments. 
55 Schädler 2003, 173. 
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left foot which presses firmly into the ledge, clearly denoting the latter’s weight bearing function. 
This is fully consistent with other representations of Kairos on gems, where the forward leg is 
often portrayed hovering in the air, completely weight-free (Figure 1.4). The reconstruction that 
is carried out here thus renders Kairos standing on a single tiptoe. An interesting, related feature 
can be discerned in his torso, shown clearly both in the Turin and the Trogir reliefs, where he 
flexes the muscles of his concave abdomen as if to concentrate all his energy into his center of 
gravity for further stability. Art historians have commonly characterized Kairos’ abdominal 
musculature as physiologically resembling the turning point of a respiration, indicating the 
moment of transition from exhale to inhale.56 
 The locks of hair haphazardly spiral over Kairos’ forehead, cheeks, and just behind his 
ears, capped by a smooth bowl of his bald head (as if a Franciscan Friar), which is entirely 
consistent with literary descriptions. The Trogir relief, although its surface is much worn, shows 
similar form of the hair locks, presumably with less stylized curls than those on the Turin relief, 
individually thinner and more abundant in number. The protruding “bangs” seem to be more 
pronounced in the Trogir figure. It is clear from the written sources that the arrangement of the 
hair was an essential, defining feature of Kairos. 
 Both arms of Kairos are held forward, the left arm more outstretched and held higher than 
the right. In his left hand he holds a razor or a semi-circular blade, as has been commonly 
mentioned in the sources. Poseidippos, among others, however, specifies that he held a razor 
blade in the right hand. It is difficult to assess how significant this departure is. Graver departures 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56 Moreno 1995, 190. 
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from Poseidippos’ epigram include the precariously balanced scale on this blade. No source 
mentions the existence of a scale at all, except for Himerios, a late antique rhetorician of the 
fourth century CE, who describes Kairos as simply “armed with a knife in his right hand, and 
holding a balance in his left”.57 Interestingly, however, the scale is ubiquitous in the visual 
tradition; the relief from Trogir also preserves enough of the blade, the scale, and the two hands 
to identify that it has the same configuration as the Turin relief. Most gems (first-second century 
CE) as well as later Byzantine representations invariably showcase the scale as well. There is 
little doubt that the scale, therefore, was a feature of the original Lysippan statue. The scale must 
not only have been a vital part of the iconography, but also, as we shall see, key to interpreting 
the statue as a whole, even if the written sources are relatively moot on this point.  
 Another curious omission in the literary tradition is the lack of mention of the main wings 
on the back of Kairos, while almost no author fails to comment on the pairs of wings on his feet. 
Only Callistratos, having mentioned earlier in his text that his feet were winged, comments that 
Kairos conveyed the impression that he could move forward, and that he “received from the 
artist the ability to cut the air with its wings, if it should wish” (Descriptiones 6.3). Although 
ambiguous, here he is most likely referring not to the wings on his heels, but to the magnificent 
set of wings on his back. It is also possible that for most ancient writers, the wings on his back 
was nothing unusual as there are many such winged figures in the Greek visual tradition, and 
therefore went unmentioned. Interestingly, however, in later visual representations from late 
antique into the Byzantine period, Kairos is often depicted without wings on his back, but is 
always rendered with wings sprouting from the legs or the ankles, or riding on winged wheels, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 Himerios, Eclogae, 14.1 (Wernsdorf 240) 
 29	  
echoing the various authors’ obsession for the latter. Fortunately enough, the Trogir relief 
(Figure 1.2) partially preserves the main wings where they attach to his back, and enough of their 
curvature is preserved, allowing us to extrapolate their size, which renders them comparable to 
their magnificent presence on the Turin relief. It is suggested that the surface rendering of 
feathers on the Trogir relief may not be as detailed as that in Turin, but without the left wing in 
the foreground on the Trogir relief, it is impossible to tell whether this was the case.58 Although 
there has been some problematic discussion regarding the style of the main wings on the Turin 
relief, the Athens fragment (Figure 1.3) preserves enough details of the wings on Kairos’ heel, in 
order to reinforce the general rendering of plumage on the Turin relief. The only point of 
contention is the volute ending of the large wings, which may be a neo-attic stylization, rather 
than a feature of the original. It is most important, however, that the relatively enlarged size of 
the wings and their prominence are no accident, and that they were indeed part of the Lysippan 
original and a core element in its structural design. 
 Callistratus, in his Descriptiones, states explicitly that Kairos was “standing on tiptoe, on 
a kind of sphere.” Although this is the only textual source mentioning a sphere on which he 
stood, it is indeed corroborated by an onyx gem in London (BM 1772), which represents Kairos 
in the act of balancing his entire body on a single tiptoe on a sphere (Figure 1.4, center). Moreno 
qualifies the London gem as corresponding to all the attributes and description of the original 
Lysippan Kairos, save his beard. Most scholars agree that the bearded figures in the gems are 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 As Carinci has amply shown, comparable neo-attic reliefs with winged figures tend to render the background 
wing as smooth and without definition of feathers at all, just as it is the case with the Trogir relief. 
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some kind of Roman assimilation of the iconography of Kairos with Tempus (or Chronos).59 
Moreover, a few frescoes and drawings and literary sources from post-classical antiquity turn 
Kairos into a figure “on wheels,” attesting to his fleeting nature and mobility, and which, most 
certainly, must have developed out of the sphere mentioned by Callistratus. However, the 
absence of any reference to a sphere in Poseidippos’ epigram and its omission on the Turin 
relief―the two most relied upon evidence for the Lysippan Kairos―have encouraged many 
scholars to overlook its existence.60 We have seen, nevertheless, that on careful inspection, the 
stance of Kairos on the Turin relief is not incompatible with reconstructing the sphere under his 
left foot. I also argue that Poseidippos, although failing to mention the sphere explicitly, indeed 
gives us a vital clue not only for its existence, but also for its function.  
 The twelve-line epigram of Poseiddipos expounds the nature of the Lysippan Kairos by 
engaging the “talking” statue in a question-and-answer session with a passerby. The third line of 
the epigram presents us with the question to Kairos, and a corresponding answer:  
 - τίπτε δ᾽ἐπ᾽ ἄκρα βέβηκασ ; - ἀεὶ τροχάω. 
- Why do you stand on tiptoe? - I am always running. 
It is noteworthy that the verb used for what is invariably translated as running is not τρέχω, the 
common verb form “to run”, but instead τροχάω. The latter is a very rare verb-form used not just 
to denote “running” or “moving”, but at the same time harbors the meaning of “revolving” or 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Moreno (LIMC) 1990, 922-3; Ridgway 1997, 305. 
60 Poseidippos simply mentions that Kairos stands “on tiptoe” (ἐπ᾽ ἄκρα). 
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“turning.”61 The only other conspicuous usage of this latter verb form is found in the well-known 
contemporaneous work Phaenomena by Aratus, a comprehensive poetic description of the 
movement of the constellations and other celestial phenomena. Aratus uses the same verb 
τροχάω 3 times in order to describe certain constellations moving, or rather, “revolving,” around 
a celestial circuit. Another cognate τροχάζω, which harbors the meaning “to run swiftly like a 
wheel,” may indeed explain the post-antique transformation of Kairos’ iconography on wheels.62 
 If the Lysippan Kairos was indeed a rotating statue, the possibility of which has been 
hitherto completely neglected, not only would it make perfect sense for Poseiddipos’ unusual 
choice of the verb, but it would also explain the novel configuration of Kairos balancing his 
entire weight on a single point atop a sphere. This sort of composition has simply never been 
seen before. Moreover, the Lysippan Kairos is situated at the dawn of the Hellenistic Period, 
during which mechanical artworks proliferated, which would have surely included self-rotating 
automata, often reconstructed on a globe. The mechanical puppet theatre of Dionysos, designed 
by Heron of Alexander, moved automatically on rolling wheels, and the hidden mechanisms of 
pulleys not only rotated the figure of Nike topping the roof, but also maenads dancing in circles 
around Dionysos, whose kantharos issued wine and thyrsos sprinkled milk.63 Although this is a 
much later complexly engineered piece of mechanical work around the turn of the millennium, 
the grand procession of Ptolemaios Philadelphos, on the other hand, described in the fifth book 
of Athenaios’ Deipnosophistai (5.198f), is dated to around 280 BCE, only 50 years after the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 Rolley (1999, 339) notes the rare verb form in passing: “qui évoque l’idée de tourner autant que celle de courir: ce 
n’est pas une erreur.” 
62 Note that the noun τροχόσ means wheel. 
63 Von Hesberg 1987, 67-8. 
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Lysippan Kairos. This stupendously grandiose procession held in the honor of Dionysos, with 
multiple carts drawn by 600 men each, showcased an automaton of the nymph Nysa, 4 meters 
high when seated, who would automatically stand up and pour a libation of milk and sit down 
again. Although evidence for early mechanical artworks are scanty, it would certainly not be out 
of the question that the Lysippan Kairos was one of the first rotating statues in the history of 
mechanical statuary.64 
 Both Callistratos and Himerios explain the wings on Kairos’ feet as a feature denoting his 
swiftness, “causing the revolution of ages” as he “rides on the seasons” (Descriptiones 6.4)—
another hint supporting his rotational capacity. In fact, Himerios specifically credits these ankle 
wings as a feature that defies the illusion that his weight seems to “rest on the ground,” or on his 
“firmly set foot”; that it “conceals the fact that his weight does not rest on the earth,” and not “in 
order that he may move lightly through the air above the earth” (Eclogae 14.1). The emphasis on 
this deceptive weightlessness as a key attribute reveals the tension between what the viewer is 
supposed to feel (or what the artist intended to convey) and what the physical reality of the statue 
is—namely, that it is a top-heavy piece of sculpted material which is precariously perched, and 
perfectly balanced on a single point of contact. Even the scale, conventionally understood as the 
iconography of “time as justice”, is wobbling on the edge of the knife’s blade; there can be no 
clearer message that this particular representation is really all about physical balance. The 
Lysippan Kairos is thus a veritable tour de force in achieving balance, both in physical reality in 
the spatial sense, and as we shall soon see, in the embodied viewer’s cognitive reality in the 
temporal sense. And it is this key concept of balance, both spatial and temporal, that not only 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64 For a brief history of mechanical artworks, see von Hesberg 1987. 
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summarizes the complex notion that Kairos embodies, but also constitutes an explicit artistic 
statement on the part of the sculptor, allowing the abstract aesthetic ideals to be concretely 
materialized in everyday temporality. 
 
1.3 The 3D Digital Reconstruction of the Lysippan Kairos 
 The 3D digital reconstruction of the Lysippan Kairos (Figure 1.5) was a collaborative 
project carried out with a graphic artist and sculptor Dave Cortes.65 The final product was 
modeled in Zbrush, a digital sculpting tool developed by Pixologic, Inc., capable of building and 
visualizing fully 3-dimensional data and widely used in current animation and movie industry. 
Largely rendered manually by Cortes himself (no 3D data points were taken from any extant 
sculptural work), the digital Kairos was modeled closely upon the appearance of the Turin relief 
while approximating the Trogir relief and the Athens fragment when possible. The addition of 
the globe under Kairos’ left foot is the only structural difference from the image on the Turin 
relief; the size of the globe is arbitrary. Although the details of the musculature are largely based 
on what is visible on the Turin relief, its 3-dimensional extrapolation was done under the 
discretion of the artist, based on his anatomical knowledge of the human body and other ancient 
Greek statuary. The overall appearance of the body was slimmed down from that of the Turin 
relief, and it was made to approximate the body shown in the Trogir piece; many art historians 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Cortes Studio (cortesstudio.com). 
 34	  
have commented on the slightly stubby appearance of the Turin Kairos, which may be a product 
of the later, Neo-Attic style. 
   Two major points in the 3D reconstruction must be made. First is the position and angle 
of the scale. Although the profile rendering of the extant reliefs and gems seem to indicate that 
the rod of the scale would have been parallel to the outstretched arm, when extrapolated in 3D, a 
roughly 45 degree angle makes perfect sense in relation to the relative positions of the arms with 
proper proportion and correct anatomy (see Figures 1.5c and 1.10a). This configuration also has 
the advantage of making the scale visually compelling from the major cardinal viewpoints, while 
conforming to the profile views that was provided by our evidence. For example, the frontal 
view (Figure 1.5d), instead of showing superposition of the dishes along the line of sight, allows 
the overall workings of the scale and the tilting of the scale arm to be displayed unambiguously. 
Interestingly enough, if we accept that Kairos was a rotating statue, the counter-clock-wise 
rotational momentum would indeed generate a reaction of the scale tipping and tilting in this 
direction. 
 The second point has to do with the overall appearance and details of the main wings on 
his back. While they were closely modeled after the Turin relief, several important 
considerations were made in the process of extrapolating them into three dimensions. First of all, 
simple trigonometry dictates that the actual size of the wings would be roughly 1.4 times in 
length than what is projected on to the Turin image, assuming that they are both at a 45 degree 
angle from the relief-plane, and at right angle to each other. Another important consideration is 
the respective position of the wings relative to each other. Instead of reconstructing them as 
laterally symmetrical, Kairos’ left wing was kept at the height and form shown in the Turin relief 
(foreground wing), while his right wing was slightly skewed and lowered, purely based on the 
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anatomical reality of the figure. The rationale for this reconstruction can be seen most 
prominently from the reconstructed back view (Figure 1.7). Lifting the right leg up and forward, 
while the right arm is being held lower than the left arm, causes the hip to shift up and the 
shoulder to shift down on the right side of the body, effecting the spine to curve away 
accordingly. Assuming that the wings are a physiological extension of the back, following the 
contours of the spine will naturally result in a skewed and lowered wing on that side. Another 
way to explain this phenomenon is simply through the physical workings of the body in an effort 
to minimize torque and maintain balance. The moment one tries to mimic Kairos’ pose, trying to 
stay balanced on one tiptoe while gently lifting up the other leg, physical intuition will naturally 
counter this movement by lowering the upper parts of the body on that same side, so as not to 
generate torque that will cause one to keel over. What is remarkable indeed, is that the Turin 
relief shows an awareness of such a circumstance, as one can see, the background (right) wing is 
skewed into a shape that causes the volute to dip down below the foreground wing.66 
 The reconstructed Kairos, seen especially from the front (Figure 1.5d), thus clearly 
visualizes the break in symmetry that had not been hitherto possible to envision from the extant 
profile views; these subtle breaks breathe life into the figure of Kairos, as it allows the playful 
rhythm of movement: the raised leg, the lowered arm, the tilting of the scale, and the 
physiological reaction of the wing, all come together in a harmonious melody.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 There is a possibility that the skewing of the “background wing” vis-à-vis the “foreground wing” is more of a 
pictorial convention on Neo-Attic reliefs, a visual solution to rendering two overlapping wings in profile, rather than 
an accurate mapping of the 3-dimensional image onto a 2-dimensional one. See Carinci 1985-1986, Fig. 1 
(especially the figure of Anteros on the right). Regardless, its correspondence to our findings based on anatomical 
and physiological accuracy is very telling.   
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 The key function of these main wings is that of achieving the overall balance of the entire 
piece, and the same time, allowing the body of the figure to have an autonomous impression to 
be moving forward. Let us observe the way in which Lysippos composed the various parts to 
achieve the overall gravitational balance of the figure on a single tiptoe. First of all, the semi-
crouching stance of the body reflects the intuitive impulse to lower one’s center of gravity, which 
renders the position more stable. It also allows the zigzagging distribution of weight, from the 
legs all the way to the top of the wings, to laterally disperse the gravitational forces at work 
around the central axis, creating a larger margin for stability (Figure 1.8). Simply imagine what a 
balancing rod does for a tightrope walker. Also relevant is the moment when a figure skater 
finishes a spinning jump; instead of landing stiffly in a standing position, she will try to disperse 
laterally the centripetal momentum created from spinning, by landing in a crouched position, 
which is much more stable: on one leg that is bent, while the other leg is stretched forward, her 
hips sink back, and her arms extend forward, very much like the Kairos figure (Figure 1.9).   
 It is clear from the profile view (Figure 1.10) that the central axis around which the 
weight is evenly distributed virtually acts as a division between the majority of the body and his 
oversized wings. The overhead view reveals the situation more clearly (Figure 1.11). The overall 
composition is structured around an isosceles triangle: the two wings at right angles 
compensating for the larger bulk that is Kairos’ body. The position marked with an ‘x’ is the 
center of the weight-distribution, where Kairos’ left foot touches the sphere; it also coincides 
with the center of the isosceles triangle shown (found by the intersection of lines connecting the 
points to the mid point of the sides). Related to the Pythagorean triangle, this isosceles right-
angle triangle is simply the most beautiful and minimalistic way of achieving harmonious 
balance. The relevance of Pythagorean numerology to certain aesthetic principles, such as the 
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earlier fifth century Canon of Polykleitos, is sufficiently known in existing scholarship. Kairos 
itself was, in fact, not an alien concept to the Pythagoreans, as it embodied the “virginal” prime 
number 7, resonating with the fidgety, elusive, hard-to-grasp, shy figure of the youth—caught in 
the transition between two stages of life.67 
 The final pose and details of the current 3D reconstruction were completed from 
calculating the mass distribution around the rotational contact point, from the surface area of the 
sculpture rather than the volume. Remember that bronze-casting technique resulted in hollow 
statuary. The gravitational engine internal to contemporary animation software allows the hollow 
sculpture to be “gravitationally tested”, in order to find the balance point. There is very little 
doubt that such finely-tuned balance in bronze could hardly be effectively transferred to the 
medium of stone, which was solid, not hollow. This persuasively readdresses the problem 
mentioned earlier, of why there have been no three-dimensional replicas in marble. A full-scale 
marble copy would have simply been much too front-heavy, the body occupying the bulk of the 
volume, unsustainable without falling on its forehead. Turning this around, let us imagine the 
viewer confronting the original Lysippan sculpture frontally. It would have immediately struck 
the viewer as being caught in an act of rushing towards him, as Callistratos aptly puts: 
“deceiving one’s eye, conveying the impression that it possessed the power of motion 
forward.”68 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
67 Aristotle, Met. 985b30, 990a23, 1078b22. The number 7 also stands for Athena; see Burkert 1972, 467; De Vogel 
1966, 113-122. 
68 Descriptiones 6.3. 
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 Now let us re-examine the profile stance shown in the Turin relief, and compare it with 
those of a tightrope walker, whose movement consists of a series of two separable stages, 
namely, of balancing and transferring of weight (Figure 1.12). Each step of the tightrope walker 
consists of clearly separable durations of a balancing act on a single leg, and the act of walking 
on the rope simply links together these balanced moments with the movement of transferring the 
weight of the body from back to front. Figure 1.12 demonstrates such a moment of a tightrope 
walker: the position of his feet and the relative position of his body imply that he has not yet 
shifted his center of gravity over to the forward leg. The next movement will be to transfer his 
center of gravity to the front leg, then, without compromising the weight distribution, bring the 
back leg over to the front. And it repeats. These clearly separable stages of tightrope-walking 
provide an excellent template to deciphering the stance of Kairos: a stationary moment of perfect 
balance, on a single tiptoe, hovering around the boundary of a forward movement, if he so 
wishes to take that step. Let us now quote the above passage of Callistratos in full:  
... and although lacking animate feeling it was believed to possess it indwelling, and 
really it was supported by its firmly set foot; and though standing still it showed that it 
had the possibility of starting off, and deceived one’s eye, conveying the impression that 
it possessed the power of motion forward and had received from the artist the ability to 
cut the air with its wings, if it should wish. (Descriptiones 6.3) 
 
Reading the Lysippan image of Kairos as representing the boundary between stasis and 
movement will no doubt have significant consequences for interpreting the figure, which 
personifies one of the more complex concepts in Ancient Greece. 
 Let us come back to the physically-present viewer, whose impression in front of the 
statue is that of awe at the seeming movement of Kairos towards him, and at the same time, that 
of confusion at the fact that he is perfectly balanced. With another glance at the details, the 
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viewer would immediately notice the razor blade thrusted upon him, a sign that he is “sharper 
than any sharp edge,” as Poseidippos explains, while Tzetzes later refers to it as a threat 
presented to those who attempt to seize him from behind, and a warning not to disregard time. 
The sharp blade has been read as a metaphor for the ephemeral nature of the moment, and it has 
also been compared to the Aristotelian notion of the “now,” which has no duration but is simply 
an abstract point that delineates the past and the future.69 Just as the edge of the blade divides the 
two arms of the scale, which tips over to one side as Kairos himself nudges one of the plates 
gently towards him, the ephemeral nature of the kairos-moment, the now, slips away from the 
viewer. At this point, Kairos has turned a little and reveals the tumbling locks on his forehead. 
The opportunity literally presents itself for the viewer to reach out and grab the tresses of his 
hair. But a moment later, as the sculpture furthers its rotation to reveal the balding back of his 
head, the viewer is left invariably with an anxiety, an understanding that there is nothing to 
grasp, that the opportune moment is gone. Instead the menacing wings create additional distance 
between the body of Kairos and the viewer. When asked about his baldness, Kairos answers, 
“Because none whom I have once raced by on my winged feet will now, though he wishes it 
sore, take hold of me from behind.”70 The turning of the statue can thus be understood as Kairos 
“racing by”; that short time it takes for the viewer to see the back of the statue is then equated to 
the ephemerality of what Kairos stands for.   
 The phenomenological exercise presented here, of a viewer whose perception is primarily 
informed by the intersensory dynamics of his bodily experience vis-à-vis the rotating statue, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69 Schädler 2003. 
70 Poseidippos (142.12 A-B). 
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makes it clear that the topochronic relationship between the viewer and sculpture is crucial to the 
message conveyed by the Lysippan Kairos. Spatially, the viewer perceives the precarious 
balance—a truly remarkable technological feat—that allows Kairos to stand “firmly on his foot,” 
and at the same time feel the statue rushing forward. This deceptiveness is key to positioning 
Kairos at the boundary of opposites: between motion and stasis, between inhale and exhale, 
between youth and maturity, and between past and future. As the viewer encounters the various 
iconographic elements located in space, in a finite amount of time passing, the message of 
Kairos is effectively achieved.  
 
1.4 Putting Kairos in Perspective 
 Many art historians have struggled with “interpreting” the statue of Kairos by Lysippos in 
conjunction with the textual evidence. These range from generally rhetorical in nature, 
philosophical or even ethical; one recent effort stands out for specifically pin-pointing its form 
with Aristotelian physics and his notion of time.71 Among these, it is Moreno and particularly 
Stewart who gives us the possibility of reading in the statue something beyond the specific 
iconography: a metaphor for the creation itself, and a culmination of the artist’s own artistic 
theories put to practice. Stewart takes the passage of Plutarch’s Moralia (45C), the only source 
that directly connects the term kairos explicitly to an artistic practice, as qualifications for 
achieving beauty through “many numbers” (πολλοὶ ἀριθµοί) coming together under a system of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
71 The following works on the Lysippan Kairos give a decent cross-section of a variety of approaches and 
interpretations: Johnson 1927; Schwarz 1975; Stewart 1978; Moser von Filseck 1988; Moreno 1990; Schädler 2003; 
Prauscello 2006. 
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proportion (συµµετρία) and harmony (ἁρµονία).72 The passage and its relation to Polykleitos’ 
Canon was already pointed out by Schulz, and Stewart develops this relation further to Lysippos 
by making a connection between the two famous sculptors separated by more than a century.73  
One thread of this connection is based on a possible sculpture of kairos by Polykleitos himself, 
and the other, based upon later Roman authors such as Pliny and Varro, commenting on the 
different styles or canons of the two artists.  
 Stewart’s thesis of the Lysippan Kairos as sort of an artist’s manifesto, and as a very 
consciously constructed retort to the Polykleitian equivalent, seems to have aroused neither 
enthusiastic support nor pronounced skepticism. But in light of the recently discovered New 
Poseidippos Papyrus, including a collection of his epigrams on statuary never seen before, 
Stewart’s reading of an existing tension between artistic theories or “canons,” i.e., that of 
Lysippos and that of his famous predecessor, Polykleitos, merits closer examination.74 The fifth 
section of the New Poseidippos Papyrus entitled “on statuary” (62-70 A-B) provides further 
evidence for a widespread notion of art historical criticism: theories of art are expounded, 
compared and contrasted against older canons.75 It is not surprising that Lysippos held a 
particular place here, given his historical proximity to Poseidippos. Such new evidence for the 
reception of Lysippos’ oeuvres, which were actively pitted against the Polykleitian canon, while 
the Lysippan trademark of naturalism were instead being connected to Myron—a contemporary 
of Polykleitos—are all extremely suggestive. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72 Stewart 1978, 165. 
73 Schulz 1955; Stewart 1978. 
74 112 new epigrams attributed to Poseidippos was first published in Bastianini and Gallazzi (2001).  
75 Gutzwiller 2002, 41-60. 
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In the first part of this chapter, we have seen the layers of complexity that the term kairos 
harbors, with a mottled history of its usage that endows multiple dimensions to the word. Since 
the renaissance of kairos in the studies of rhetoric, there have been a growing number of studies 
on kairos in many fields of classical study, such as medicine, philosophy, historical writings, and 
even social history. 76  But all such efforts seem to have been largely independent from 
considering its general impact on the visual arts.  
 Earlier we have also seen the notion of “due measure” or “proper proportion” from the 
earliest instance in Hesiod, which preserved itself into an ethical dimension on the one hand, and 
a practical consideration on the other, in relation to Hippocratic medicine. It was the former, 
ethical connection with which this notion of kairos translated into aesthetics (especially in the 
case of Plato, as we have seen above). This time, however, I wish to emphasize the latter 
practical side that relates to Hippocratic medicine and entertain its possible connection to the 
practice of artistic theories. The first usages of the term kairos (in adjectival form kairios) that 
appear in Homer, as in the case of Hesiod, also display an explicitly spatial notion, denoting a 
vital or lethal place in the body, which, if penetrated, will directly lead to one’s demise.77 It is 
possible to argue that a temporal aspect is interwoven in the notion of hitting that vital spot in a 
battle, whether with an arrow, spear or sword, requiring a very precise temporal conditioning.78 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76 See in particular, Sipiora and Baumlin 2002; the number of doctoral dissertations on the notion of kairos in 
different fields of study attest to its ever-growing popularity: from Michigan University, Persky 2009, from 
Washington State University, Schnackenberg 2006, from University of Iowa, Roth 2008. 
77 Trédé 1992, 25-31. 
78 Sipiora 2002, 17, n.2. 
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In any case, such Homeric use of the term that relates to this “vital position” of the body has a 
direct connection with the term’s medical usage in the later Hippocratic corpus.79 
 In fact, a very particular usage of kairos in the Hippocratic corpus is that of “balance”, 
especially of the opposing elements in the body (such as humidity and dryness) that is required 
for a healthy state.80 This notion of kairos as the balance between opposite elements is 
particularly germane to the message of the Lysippan Kairos: balance between left and right, up 
and down, front and back, wings and body, which created the tour-de-force of gravitational 
equilibrium. To this notion of balance also belongs to the “boundary” quality of Kairos, between 
two different qualities such as motion and stasis, exhale and inhale, before and after, etc. It is 
thus clear that this notion of kairos-as-balance, or being in between opposing elements, is 
physically manifest in the Lysippan work.81  
 The Hippocratic treatises also show important explicit connections between kairos and 
two other related concepts, µέτρον (measure) and ἀκρίβεια (detail or precision). Evoked often in 
relation to dietary or pharmacological concerns, seizing kairos is to find the right measure 
(µέτρον) of components (of food or medicine) that will yield the precision (ἀκρίβεια) of 
treatment required for a person to become healthy.82  In other words, kairos is therefore 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79 Trédé 1992, 31-33, 149-88. 
80 Trede 1992, 157-58.  
81 There is a vast yet largely unexplored interest between the relationship between the practice of the arts and the 
state of medical knowledge. The Hippocratic corpus which is dated to around the end of the fourth century BCE is 
clearly contemporary with the Lysippan Kairos, avoiding unnecessary assumptions that Polykleitan scholars will 
have to make in studying the same connection. See Métraux 1995, and Leftwich 1995. 
82 On Regimen in Acute Diseases, I, 2; see Eskin 112.n8 for a list of pharmacological use of kairos as "right 
measure." 
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essentially linked to the concept of συµµετρία (proportion), as already pointed out by M. Trédé.83 
The passage from Plutarch’s Moralia (45C) mentioned earlier should thus immediately come to 
mind, in which kairos was invoked as the key ingredient for the artworks to achieve beauty, and 
here I quote Stewart’s translation of the passage: “Now in every piece of work, beauty is 
achieved through many numbers (πολλοὶ ἀριθµοί) coming to a congruence (καιρός) under some 
system of proportion (συµµετρία) and harmony (ἁρµονία), whereas ugliness is immediately ready 
to spring into being if only one chance (τυχόντος) element be omitted or added out of place. . .”84  
The state of a successful kairos thus results from subjecting the necessary elements to a system 
of proportion (συµµετρία), both for achieving the healthy state in a body, and for realizing beauty 
in a work of art. It is noteworthy that, although without explicitly using the term kairos, a later 
Galenic treatise (2nd century CE) reiterates this connection of medical insight with the aesthetic 
principles of the Canon of Polykleitos: 
For Chrysippos showed ... that the health of the body is identical with due proportion in 
the hot, the cold, the dry and the moist (for these are clearly the elements of bodies), but 
beauty, he thinks, does not reside in the proper proportion of the elements but in the 
proper proportion of the parts, such as for example that of finger to finger and of all these 
to the hand and wrist, of these to the forearm, of the forearm to the whole arm and of 
everything to everything else, just as described in the Canon of Polykleitos .... So then, all 
philosophers and doctors accept that beauty resides in the due proportion (συµµετρία) of 
the parts of the body.” (De placitis Hippocratis et Platonis v 448, Kühn) 
 With these resonances in mind, let us look at the relationships between the various key 
terms in more detail. As pointed out by Trédé, the well-attested importance of exactitude 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83 Trédé 1992, 171. 
84 Stewart 1978, 165.n7; Note also that the success of achieving beauty that requires kairos is consciously contrasted 
with the failure that is caused by chance (τύχη); interestingly, these two elements were also implicitly contrasted 
against each other in the above quoted passage by Plato in his Laws (IV.709b).   
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(ἀκρίβεια) in the medical arts can be expanded to an understanding of a larger frame of the late 
fifth-century obsession for it in the arts (techne) in general.85 In order to render as much ἀκρίβεια 
as possible in the pursuit of any techne, one must recourse to three things: measure (µέτρον), 
number (ἀριθµός), and weight (σταθµός).86 Of this triad of concepts, both measure and number 
have been well associated with the concept of kairos for the visual arts through the passage of 
Moralia. The last of these, weight, however, has seldom been considered in connection with the 
practice of the visual arts. The passage in Aristophanes’ Frogs (797ff.) provides an interesting 
analogy for the case of literary arts, as Aeschylus’ and Euripides’ talents are being pitted against 
each other:  
SLAVE Yes, in a minute... they’re testing poetry with balance scales!  
XANTHIAS What?! They’ll weigh tragedy in milligrams? 
SERVANT  And they’re bringing out some measuring sticks, rulers for words, framed  
  rectangles... 
 
 The lack of scholarly attention to “weight” as a basic element in the practice of the visual 
arts is somewhat surprising given its pivotal function in the physicality of the sculpture, at least 
as important, if not more, as measure, proportion, and number. This could be a result of lacking 
explicit mention in the scanty literary evidence related to the Canon of Polykleitos, which 
generally refers to external measures of size and their relational proportions, rather than the 
internal property of weight or its spatial distribution. 87  We know, however, from the 
Doryphoros, that its defining contrapposto stance fundamentally relies on the internal 
distribution of weight in the body, and the external, corporeal articulation as a result of that 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
85 Trédé 1992, 164-65; see also, Kurz 1970, 62-87. 
86 On this triad of concepts, see Genzmer 1952 and Heinimann 1975. 
87 See Stewart 1978a, for a collection of literary sources on the Polykleitan Canon. 
 46	  
distribution. And when we come to the case of the Lysippan Kairos, as amply argued above, the 
distribution of weight itself and the resulting precise, physical equilibrium are explicitly at the 
core of its sculptural expression.  
 Pliny’s account of Lysippos, most likely taken from Lysippos’ follower Xenokrates of 
Athens (3rd century BCE), lists ἀκρίβεια along with συµµετρία (proportion) and ῥυθµός 
(movement or composition) as the main contribution of the Lysippan canon. Here ἀκρίβεια is 
usually translated as “attention to detail”, which is extrapolated then to “realism.”88 Tracing our 
footsteps backward, however, we remember that ἀκρίβεια as precision or exactitude, is 
intimately linked with kairos in the Hippocratic corpus, and the Lysippan Kairos, the statue, is all 
about the distribution of weight (σταθµός), which is in turn one of the necessary condition for 
ἀκρίβεια. We have thus come full circle in the chain of associative terms. 
 In one of the principle treatise of the Hippocratic corpus, Ancient Medicine, there are 
numerous references to the extreme difficulty of proper measure (µέτρον) in order to attain the 
level of perfect precision (ἀκρίβεια), which is virtually impossible due to the diversity of factors 
that come into play. The “grande originalité,” as Trédé puts it, of Ancient Medicine, is to have 
defined this µέτρον as αἴσθησις τοῦ σώµατος.89 The exact meaning of the latter phrase has been in 
much debate among scholars, ranging from feeling or sensitiveness of the body of the patient, to 
the sense perception of the doctor when examining or interpreting the patient’s body. 90 
Regardless of the exact translation of the phrase, it is clear that the meaning brings a qualitative 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
88 Stewart 1978b, 168; Stewart 1993, 32. 
89 Trédé 1992, 165-69. 
90 see Trédé 1992, 166, and references therein. 
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sense to the process of µέτρον, which in fact becomes an intuitive, phenomenological method to 
arrive at “une exactitude presque parfait.”91 There is simply no quantitative, mechanically 
repeatable procedure of measure (of food, medicine, etc.) that will cater to every individual’s 
nature (πρὸς ἑκάστου φύσιν).92 “La seule précision qu’on puisse viser est celle du kairos,” claims 
Trédé, which is another way to say that kairos is the only, qualitative, intuitive principle by 
which a precise, correct outcome can be achieved appropriate to individual cases.93  
 What is remarkable is that the phenomenological dimension is quite explicit in the 
phrase, αἴσθησις (sense-perception, sensation) τοῦ σώµατος (of the body), understood as a direct 
methodology of arriving at a kairos. The prime importance for kairos in medical treatments, 
therefore, of the bodily sensation and the intuition based on that bodily experience, positively 
corroborates the need for a phenomenological understanding of the Lysippan statue as an 
embodiment of this concept. In other words, since the notion of kairos as balance subsumes a 
bodily experience, the visual manifestation of this notion could not be fully understood without a 
bodily understanding of its physicality. And the genius of Lysippos lies in fully exploiting that 
phenomenological dimension to deliver the message. Lysippos’ trademark of precision 
(ἀκρίβεια) is seen in his Kairos statue, not as “realism” or “attention to details” as Stewart may 
have offered, but as the perfection that is achieved in the physical, gravitational balance on a 
single point. And that it is a near impossible feat to achieve such perfect ἀκρίβεια is literally felt 
by the viewer as she physically experiences the precarious nature of its spatial configuration.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91 Anc. Med. chap. 12 as quoted by Trédé 1992, 170. 
92 On Regimen I, 2. 
93 Trédé 1992, 170. 
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 But Kairos is also time. And it is clear from the Latin sources that refer to the sculpture as 
“Temporis” that the Lysippan Kairos was primarily thought of as a personification of a temporal 
concept. The qualitative character that kairos time represents, the fleeting instant of the ‘now’ 
that has practically no duration, that particularly auspicious moment, which comes and goes so 
quickly that one has to grasp it by the hair at the moment of encounter, is offered through the 
iconography of the sculpture. And this temporal message is primarily achieved, as argued above, 
through its interaction with the viewer, who understands the iconographic elements that she 
encounters in the passing of time. If the Lysippan Kairos were indeed a rotating statue, the 
temporal component would have been an explicitly built-in feature, constituting part of the 
Lysippan manifesto of his artistic practice. But it is clear, in any case, rotation or not, that the 
phenomenological dimension of viewer-statue interaction was a well-understood component of 
the artistic practice of Lysippos. 
 As such, the spatial and temporal qualities of kairos, as noted earlier, can and should 
never be artificially separated. Together they form one holistic concept of kairos that 
simultaneously has both temporal and spatial qualities—rather, a time concept that encompasses, 
or in the case of the Lysippan Kairos, expresses itself in the spatial qualities. The intuitive quality 
that lies at the heart of the notion of kairos, which defies formulaic quantification, is expressed 
both temporally and spatially; it is elusive, momentary, difficult to pinpoint, hard to grasp, 
whether it is the right moment in time, or the right balance in space.  We turn once again to the 
Hippocratic treatise for a characterization that encompasses the narrowness of both spatial and 
temporal qualities of kairos, and the need for phenomenological intuition to pin-point it in space 
and time:  
“Time (chronos) is that wherein there is opportunity (kairos), and opportunity (kairos) is 
that wherein there is no great time (chronos)...knowing this, one must attend in medical 
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practice not primarily to plausible theories, but to experience combined with reason.  For 
a theory is a composite memory of things apprehended with the sense-perception...Now I 
approve of theorizing also if it lays its foundation in incident, and deduces its conclusions 
in accordance with phenomena.” (Precepts, Jones I. 313-15) 
“In medicine the correct measure (kairos) is narrow... Correct measure (kairos) is the 
following: to administer as much food as, being administered will be mastered by the 
body... [and] this is the correct measure (kairos) the physician must recognize.” (Places 
in Man, Potter 8.89) 
 
 Finally, the statue of Kairos itself as a visual representation of a divine figure, while it is a 
comprehensive manifestation of a Lysippan Canon (his treatise, or artistic manifesto), is resonant 
with yet another dimension of kairos: the epistemological dimension, that brings timeless, divine 
ideas down to the human situations of historical time.94 Pindar claimed that kairos governs the 
task of the poet, to bring divine revelations to man, singling out the critical moment of the story 
and weave a short poem around it (Pythian 9).95 Both Gorgias and Plato are no exception, 
according to which divine ideas or “ideas” are brought down to earth precisely by kairos, 
becoming immanent in human life. And when kairos is achieved, when it is seized, it is 
invariably the human agency of instantaneous decision-making, in which it is materialized. 
 Kairos as the governing principle of divine, abstract or theoretical ideas being translated 
into human, concrete or practical affairs, is something we have seen with Gorgias, Plato, 
Aristotle, Isocrates, as well as with the Hippocratic practice of medicine. Aristotle defined 
rhetoric as seeking “not so much as to persuade as to find out in each case [peri hekaston] the 
existing means of persuasion (Rhetoric 1335b14).” This resonates with the above quoted passage 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
94 Kinneavey 2002, 62-4. 
95 See Carson 1982 for a subtle yet compelling reading of the ninth Pythian, in which the concept kairos governs the 
entire poem.   
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of Plato’s Phaedrus (271-72b), which situates kairos as the mediating agent between the theoria 
and praxis. Aristotle also explicitly mentions the use of kairos in medicine as exemplary, as an 
analogy for his own methodology of applying ethical principles to particular cases of conduct in 
practice:   
“The whole theory of conduct is bound to be an outline only and not an exact system . . . 
matters of conduct and expediency have nothing fixed or invariable about them, any more 
than have matters of health. And if this is true of the general theory of ethics, still less is 
exact precision possible in dealing with particular cases of conduct; for these come under 
no science or professional tradition, but the agents themselves have to consider what is 
suited to the circumstances on each occasion [kairón], just as is the case with the art of 
medicine or navigation.” (Nicomachean Ethics 1104a, 3-5) 
Whether it is learning how to use the theories of rhetoric in a particular speech, applying medical 
knowledge to situational exigencies, knowing how to apply ethical principles to particular cases 
of conduct, or embedding theories of beauty in concrete individual artworks, kairos was the key 
to success. And the Lysippan Kairos, I argue, is very much the embodiment of this idea of an 
artistic principle [canon] laid out in practice [statue]. As the concept of kairos connects theory to 
practice, so the physical statue of Kairos connects the aesthetic ideals to human experience.  
 In Places in Man, Hippocrates mentions the issue once again, of situational determinism, 
but in the context of learning the arts. “Medicine cannot be learned quickly”, he writes: 
“ . . . because it is impossible to create any established principle in it, the way that a 
person who learns writing according to one system that people teach understands 
everything; for all who understand writing in the same way do so because the same 
symbol does not sometimes become opposite, but is always steadfastly the same and not 
subject to chance [and does not need kairos]. Medicine, on the other hand, does not do 
the same thing at this moment and the next, and it does opposite things to the same 
person and at that things that are self-contradictory.” (Places in Man, Chap. 41; Potter 
VIII.81) 
The issue of teachability emerged distinctively as a problem for kairos, both for the Sophistic 
tradition of rhetoric as well as for medicine, because the impossibility of codifying rules for 
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every occasion would present a unique challenge.96 There are no predetermined recipes for 
arriving at a kairos; it is the intuitive spontaneity that kairos embodies in the concept of αἴσθησις, 
which is acquired through experience rather than taught pedagogically.  
 It is Isocrates (436 - 338 BCE), referred to often as the “father of humanities,” who is 
credited for articulating most systematically the centrality of kairos in his full-scale program of 
rhetorical paideia.97 If the Gorgian concept of kairos is grounded in the radically particular, the 
unpredictability of the rhetorical occasion, and the ability to constantly adapt and improvise, 
Isocrates similarly understood kairos as the guiding dynamic principle that, to first 
approximation, can be taught through exercises that related to practical situations. Isocrates 
believed that rhetorical education was symbiotically related to the teaching of “practice 
wisdom”, or phronesis, which would produce, above all else, practical thinkers capable of 
leading various parts of the society.98 Phronesis, of course, just like rhetoric, is guided by the 
principle of kairos—which not only allows one to adapt to given circumstances, but also closes 
the gap between theory and practice. And it is through phronesis that Isocrates advanced his own 
program of philosophy. Isocrates calls “philosopher” only those who “learn and practice the 
studies which will enable them to manage wisely their private households and the 
commonwealth of the city, since it is for the sake of these things that one should work, 
philosophize, and do every act” (Antidosis 284-285). What is therefore critical about Isocrates’ 
rhetorical paideia is that it did not simply end with producing a skilled rhetorician, but a citizen-
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96 See Poulakos 2002, 89-90, for the issue of teachability of kairos in rhetoric.  
97 See Sipiora 2002, 7-15.  
98 Isocrates’ school, most popular at the time, was in direct competition against Plato’s academy, which produced 
dialecticians that would lead the city-state rather than practical leaders in different areas. 
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orator, whose education have prepared them to “manage well the circumstances which they 
encounter day by day, and who possesses a judgment which is accurate in meeting occasions as 
they arise and rarely miss the expedient course of action” (Panathenaicus, 30-31). His rhetorical 
paideia thus constituted the core of his civic educational system. And it was kairos that informed 
this system. 
 Finally, coming back to the Lysippan Kairos, I turn to the last line of Poseidippos’ 
epigram: “ the artist fashioned me in such a shape for your sake, stranger, and he set me up in the 
portico (front porch) as a lesson.” Conventionally, the phrase “in the portico (ἐν προθύσοις)” has 
always been regarded as a real physical location, perhaps the artist’s residence in Sikyon, or 
Alexander’s palace in Pella. Prauscello, however, recently offered an allegorical reading of the 
phrase, following examples seen in philosophical and rhetorical writings, that it signified instead 
“the threshold, the first and foremost stage of a learning process.”99 That the Lysippan Kairos 
was evoked as a didactic piece—whether it was for the meaning of kairos, or as demonstration of 
his artistic principles—is in itself rather suggestive. Callistratos emphatically relays, on the 
Lysippan Kairos, “that is because all that is timely is beautiful and Kairos is the only creator of 
beauty, while everything that is faded is outside the nature of Kairos” (Descriptiones 6.4). Just as 
Isocrates structured his rhetorical paideia for civic education around the concept of kairos, 
Lysippos would certainly have offered this piece as his visual paideia, his artistic credo, around 
that same notion that was, after all, the only creator of beauty.  
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99 Prauscello 2006. 
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Chapter 2. The Art of Now: The Emergence of Historienbilder in Context 
2.0 Anecdotal Proem 
 On one rainy weekend afternoon in the Spring of 2013, I decided last minute to join a 
group of filmmaker friends, who all had stakes in contemporary China, to a film screening at 
MoMA, where a month-long program titled “Chinese Realities” was taking place. I took a quick 
glance at the internet-link sent to me via email about the particular film.100 Title: When Night 
Falls (2012) by Ying Liang. Other phrases also caught my eye: “observational documentary 
techniques,” and “withering portraits of ordinary Chinese caught in webs of injustice.” I knew 
nothing else of the film. Okay, I thought. This is going to be one of those low-budget narrative 
films made to look like a documentary and probably really depressing. And it was mostly that: 
extremely low-budget, looked and felt like a documentary but clearly acted, and sure enough it 
was depressing. The movie was about a mother whose son was wrongly framed and sentenced to 
death by the State, and her helpless struggle against the jarring institutional injustice. But there 
was nothing about the film that was particularly successful in my opinion: yes, we know that the 
reality in China is grim; yes, it must be hard fighting against totalitarian corruption by yourself as 
a commoner; and yes, it is unthinkable to lose a child.  But nothing about it was particularly 
appealing to me: the unprofessional acting, the slow pace of the film and its aesthetic disinterest 
utterly failed to engage me emotionally. Half way through I felt myself being bored to death. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
100 http://www.moma.org/visit/calendar/film_screenings/18254 
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 Finally, in the very last scene, the placid voice-over by the mother announces that her son 
is dead, executed by the state. Meanwhile, we see pictures flashing on the screen of a young man 
in a manner of a commemorative slideshow. I am still unmoved by all these elaborately 
constructed lies. Then the screen goes black and the credits rolled up. And it was at this very 
moment at the sighting of the first line of the credits that I went through my own experiential 
peripeteia. Under the bold letters, “Special Thanks To:” I started seeing names scrolling past my 
eyes, which were, to my utter horror, the names of the actual protagonists, those names that I 
have grown accustomed to hearing during the past 70 minutes. ‘Wait,’ I thought, ‘where is the 
name of the actors? Hold on, these people are real?’ 
And in a moment of confusion, at that split second, I realized that I had just been 
witnessing unbeknownst to me, for the past 70 minutes, a real story of a real mother who fought 
for the justice of her real son, who was really put to death in 2008 in Beijing, where I was 
physically manifest just a month prior. That I had been hearing, albeit through the medium of an 
actress’ voice, the real words written by the real mother, and seeing the pictures of her real son 
who had perhaps done nothing wrong but is really no longer alive. 
 And at this moment of epiphany, I felt an uncontrollable rush of anxiety, in a sort of 
guilt-ridden empathy, wondering how I were so unaware of its actuality—the culprit of rendering 
me into nothing but a harsh and priggish aesthetic critic who, flatly “missed the point!” And at 
the same time, the film had suddenly undergone a complete transformation in my mind’s eye 
from a failed, slow-paced uninteresting narrative fiction to a poignant, delicate portrayal of a 
‘reenacted’ documentary from an innovative point-of-view of the victim’s mother. I suddenly 
had a newfound appreciation for the director Ying Liang—who seemed to me just a minute ago 
an amateurish auteur—as a bold reactionary and social activist, now exiled from China (his film 
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is banned in the country as of this writing). Most importantly, as this realization became 
manifest, I utterly succumbed to my emotions, giving up the helpless urge to fight back the rush 
of tears, which felt all the more hot and stingy on my cheeks due to their complete 
unexpectedness (and hence the lack of tissues in my possession). I was completely crushed. I 
simply could not stop crying. As I finally managed to awkwardly rustled my way out of the 
theater and joined my friends with reddened eyes, I had only one thing to murmur to them:  
“… I didn’t know…” 
 That such a radical shift in my perception of, as well as my emotional engagement with 
the work in question was solely due to its relationship to actuality could not have been 
demonstrated more clearly with any controlled experiment or test case.  It has proven to me 
unequivocally that we are so deeply accustomed to these structural differences in the way we 
engage with an aesthetic or visual experience depending on its relationship to actuality, that most 
of the time we do not even realize it. Had it not been for my accidental ignorance about the 
film’s raison d’être, and my subsequent revelation at the end, I would have had a completely 
different kind of experience, an expected one, being conditioned by years of watching 
documentary films. I would have left the theater mildly disturbed, feeling informed, and 
reflecting on the problematic historical actuality of China in the year 2008, instead of shocked, 
strangely guilt-ridden, overwhelmed with empathy, and exhibiting messy trails of unexpected 





 It has long been recognized that representations of actuality in monumental form—
contemporary or historical events, public personages—did not emerge in the visual culture of 
ancient Greece until the Late Archaic and Early Classical periods. Even then, the Greeks were 
reluctant to break with their familiar mythographic tradition. The paucity of historical 
representations in Greece stand in stark contrast with their abundance in Rome, the practice of 
which—both in portraiture and narrative art—was refined to an almost obsessive degree. Tonio 
Hölscher, in the first systematic treatment on Greek representations of actuality, defined the 
corpus, thereafter known by the term Historienbilder or the contemporary-historical: monuments 
such as the Tyrannicides in the Athenian Agora, the Marathon Painting in the Stoa Poikile, and 
the later Alexander Mosaic from the House of the Faun.101 These were, according to Hölscher, 
differentiated from mythological or epic representations that were still considered “history” by 
the Greeks but carried significant temporal distance.  
 Most explanations for this emerging mode of visual commemoration in the late sixth and 
early fifth centuries are rooted in the political motivation behind the new form of democratic 
government.102 Its intimate relationship with the birth of historiography in the fifth century BCE 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
101 Hölscher 1973. 
102 Hölscher 1973; Hölscher 1998; Csapo and Miller 1998; Castriota 1992; see Morris 1992, 271-317, for a 
comprehensive digest on attributing it mainly to the impact of the Persian Wars, by down-dating a number of key 
monuments to after 490 BCE.  
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has also been recognized, albeit in passing.103 The few isolated instances of vase painting 
depicting a recent historical subject matter—other than the copious amounts of battle scenes 
from the Persian Wars—have been appropriated for demonstrating a direct connection to the 
genre of tragedy.104 However, a convincing analysis has yet to be offered as to why and how this 
distinct interest in the present-contemporary or recent past became manifest in the visual realm 
for the first time in Greek history. Moreover, what is entirely missing in our contemporary 
understanding of this remarkable ancient phenomenon is a discussion about its ontological status; 
what would have been the psychological impact of perceiving, for the first time, such vivid, 
large-scale, officially commissioned works of actuality—recent historical events within the 
active memory of the living generations?     
 Andre Bazin’s influential essay, “The Ontology of the Photographic Image,” published 
posthumously in 1960, elucidates the impact of the photographic, and by extension, the 
cinematic image, by contextualizing their novel and irrevocable indexical relationship to 
actuality within the history of visual imagery.105 Just as the invention of photography is rightly 
seen as a revolutionary step, which provided direct psychological access to actuality—a 
particular slice of space-time reality—the emergence of Historienbilder should be held as an 
equally important milestone, marking an ontological shift in the history of Greek imagery.     
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
103 See, for example, Dunn 2007, 3; Hölscher 1998, 166-67; On the other hand, Boedecker (1998) focuses on the 
rarity of historical representations in the visual arts, and consequently emphasizes its disjuncture with the coeval 
emergence of historiography. 
104 Characteristically, the debate on the so-called "Croesos vase" and the ensuing capitulation of the existence of a 
lost tragedy: Beazley 1955; Miller 2004; Morris 1992, 285; Page 1962, 47-9. 
105 Bazin 1960. 
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 This chapter is thus dedicated to placing the phenomenon of Historienbilder in the 
context of shifting notions of time in the late-sixth and fifth-century Greek society. Underscoring 
the cultural and philosophical significance of this newfound interest in the present, the 
phenomenon of Historienbilder is inextricable from the key temporal concept of kairos—the 
opportune moment—examined extensively in chapter 1. Since the essence of kairos lies in the 
immediacy of the present moment that is pregnant with human agency, the new epistemology 
that it represents, as shown in chapter 1, was also radically empirical and sensory in nature. A 
close examination of a few early key artworks in the corpus of Historienbilder will show that 
they share an important implication for the viewership with other contemporary artworks 
covered in the later chapters: an embodied, phenomenological awareness of the present moment 
informed by both individual and collective memory.  
 The presentist ontology of Historienbilder is not an isolated phenomenon.106 Although far 
from ubiquitous, the equivalent ethos is firmly visible in almost all genres of literature of fifth-
century Greece. That the earliest extant tragedy (Aeschylus’ Persians) deals with a contemporary 
historical subject matter is not by chance, nor is the fact that the beginnings of historiography as 
we know it also coincides with this period. Many have thus far noted certain parallels between 
literary works and visual oeuvres, be it with epideictic poetry, funeral orations, or 
commemorative inscriptions. It is indeed tempting to take refuge in Simonides’ dictum “painting 
is silent poetry,” and transpose what we learn from the written words, unfiltered, onto the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
106 While the term 'presentist' (or presentism) is rather ill-defined, it will be employed here as loosely defined around 
the general ethos of foregrounding the present in relation to the past, i.e., of prioritizing human agency that is bound 
up in the present moment rather than the aristocratic ideals or mythological paradigms based on tradition and 
authority that is largely defined by the past.  
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interpretation of the visual. There is much we learn from words, but painting is not only silent 
poetry, it is much more; it is a fundamentally different historical artifact from the textual, both by 
virtue of its visuality as well as its materiality. The physicality of the artworks allows them to 
transcend historical temporality by being “present” at any given time, and the ensuing 
phenomenological relationship with the viewer provides a rather different understanding than 
what may be drawn from textual parallels.107 The dominant trend in existing classical scholarship 
has been impassive to such differences. The following pages are written with this firmly in mind, 
drawing upon recent developments in the philosophy of history that emphasizes the 
phenomenological experience of “presence”; how historical presentism of the subject matter and 
the phenomenological presentism in the viewer created a fundamentally new mode of viewing in 
fifth-century Greece. 
 
2.2 Actuality into Myth? Resisting Assimilation 
The two main monuments that will be treated at length in the following pages of this 
chapter both commemorate events that mark watersheds in the history of Athens. The statue 
group of the so-called Tyrannicides, set up in the Athenian Agora, commemorates Harmodios 
and Aristogeiton, and their act of slaying Hipparchos in 514 BCE. Four years later, his brother, 
the tyrant Hippias, was overthrown, and the Cleisthenic reforms (508/7 BCE) ushered in the era 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
107 See Moxey 2013, for the newest treatment of a growing tradition of applying a phenomenological framework to 
the methodologies of art history; Moxey treats the object of the history of art as fundamentally different from the 
object of history, in that the former sits at the crossroads between two axes of temporality that is "carried" by the 
physical presence of the artwork through time. 
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of Greek democracy. This blatant, public artistic commemoration of historical individuals in 
over-lifesize statuary, fresh in everyone’s memory as living human beings, was a singular act 
without precedence in the entire Greek world.  
 The other work, found in the Stoa Poikile, is the monumental painting of the Battle of 
Marathon, the first large-scale painting to represent a non-mythological battle. The Battle of 
Marathon in 490 BCE, fought mainly by the Athenians, was a pivotal event in the Persian wars, 
not only ending the first Persian invasion of Greece, but also marking the beginning of the 
eventual Greek triumph. That it was painted only a generation after the event, means not only 
those that harbored personal, physical memories of the battle would have still been alive, but also 
the immediate kin, close relatives and neighbors of the individual participants. There is no doubt 
that the psychological impact of this unprecedented, vivid, large-scale painting, directly 
connected to one’s personal memory, would have been nothing short of astounding.  
 Tonio Hölscher’s landmark study Griechische Historienbilder des 5. und 4. Jahrhunderts 
v. Chr. attributes the appearance of such ‘contemporary-historical monuments’ to the switch 
from religious focus of the Archaic period to political ideals in the fifth century. The political 
motivations behind works such as the Tyrannicides or the Marathon painting are very difficult to 
refute. Indeed, being conditioned by the age-long practice of commemorative statuary dotting 
our city squares and parks, we feel compelled to recognize the logic behind redressing a new 
political space with ideological heroes of the new form of government. In many ways, 
Harmodios and Aristogeiton became convenient martyrs to the cause of Athenian freedom and 
isonomia by plotting against the tyranny, and were promptly elevated to the status of bona fide 
heroes with a cult. Similarly, the Marathon painting, housed in the secular, Kimonian 
commission of the Stoa Poikile, singles out Kimon’s own father Miltiades as leading the troops, 
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which surely cannot be devoid of political agenda. The exact choice of the subject matter as well, 
the Battle of Marathon, was equally motivated for political reasons as it was a symbol of 
salvation that Athens achieved for all of Greece, as opposed to the Battle of Salamis or that of 
Plataea that were more of a united Greek effort.  
 Can we, however, be satisfied with the narrow causal framework that renders the visual 
arts as purely in service of politics in order to explain this sudden interest in depicting actual 
events? First of all, what about other media that may not have a direct causal relationship with 
politics, such as vase painting, where for example, contemporary depiction of the Persian Wars 
surged in popularity at the onset of those wars?108 Could we identify a more appropriate 
framework with which the phenomenon can be understood within the larger social context? 
Moreover, given that such large-scale, official commemorations are fundamentally political in 
nature, using a purely political argument to explain a part of their novelty is susceptible to 
tautological rhetoric.  
 The immediate response to Hölscher’s strict dichotomy between the mythological-epic 
and the contemporary-historical was one of skepticism, resisting the idea that the Greeks 
themselves were capable of drawing such a distinction. As J.M. Cook writes in his review of the 
book, identifying its greatest weakness as, “that historical scenes are treated in artificial isolation 
as though they were totally unrelated to the great iconographical tradition in which the Greek 
artists had for many generations been depicting scenes that to their thinking were hardly less 
historical.”109 The idea that the epic tradition recounted by Homer was, for all practical and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
108 Although Neer (2002) might disagree, who regards vase painting as an active agent in the political discourse of 
the society.  
109 Cook 1976, 296-97. 
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ideological purposes, authentic history to the Greeks is a commonly accepted view, going as far 
back as scholarly memory reaches.110 
 Subsequent scholarship seems to have taken Cook’s criticism of Hölscher to heart, as it 
shows a systematic effort to create a synthetic framework in which the chasm between the two 
realms—the mythological-epic and the contemporary-historical—are constantly negotiated. 
David Castriota’s paradigmatic work, Myth Ethos and Actuality, expands on the already well-
established idea that the Persian wars were celebrated through incessant mythic analogues, one 
of the most evident cases being the Parthenon itself.111 Castriota, through an extensive analysis 
of fifth-century monuments from Kimonian buildings to the Parthenon, solidifies the analogical 
relationship between actuality and myth with a programmatic structuring of antithetical ethos: 
hybris VS sophrosyne. This ethical framework is made all the more concrete by explicit 
acknowledgements in contemporaneous literature, from Aeschylus to Herodotus, of the 
perceived polarity between the Greeks and the Persians revolving around the opposition of these 
two ethos.112 
 Through ubiquitous mythological analogies of Greek victories over many barbaric and 
foreign forces—Amazons, Centaurs, Trojans, and Giants—the recent historical victory over the 
Persians is thus made the most recent chapter in a timeless, heroic struggle to maintain the divine 
law and order. Nicole Loraux’s notion of the “timeless present” regarding the genre of the 
Athenian funeral oration makes the same structural argument. Established some time after the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
110 For a relatively recent analysis on whether the Greeks distinguished between myth and history, see Gotteland 
2001, 89-102. 
111 Castriota 1992; Pollitt 1972, 81. 
112 Castriota 1992, 17-32; however, this is not in any way a new argument, a long list of Classical historians and 
philologists have subscribed to this view (see Castriota 1992, 243, n.5). 
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Persian wars, the annual official eulogy for those who died in defense of Athens—the epitaphios 
logos—consisted largely of reciting a catalogue of Athenian exploits, linking the heroic deeds of 
the legendary past to the most recent exploits of the deceased. Declaring itself to be the city’s 
memory, Loraux observes, the funeral oration, unlike history, “claims no serious chronology,” 
and “does not assign temporal limits,” “by anchoring the city in the immemorial past of 
autochthony.”113  The funeral oration is thus seen to elevate contemporary events into timeless 
universals, as part of forging a collective civic identity. And Deborah Boedecker, for example, 
singles out a passage in Herodotus, where anonymous Athenians of the past are evoked with the 
first person plural: “We” rescued the Herekleidai, buried the companions of Polyneikes at 
Eleusis, and drove off the Amazons (Hdt. 9.27.2-4). She goes as far as to offer: “Past and present 
Athenians become virtually indistinguishable.”114  
 It is questionable, however, whether the Greeks truly did not differentiate their 
contemporary exploits from those of the distant, epic past. A closer look at the same passage in 
Herodotus (9.27.1-6), in fact, reveals precisely the opposite sentiment: past and present history 
was clearly differentiated, rather than coalesced as Boedecker claims. When Athenians are 
debating their position at Plataea against the Tegeans, they respond to the Tegeans’ “catalogue of 
exploits” with the Athenian counterpart, stating that they should “mention the brave deeds done 
by us throughout history,” “in the old as well as recent past.” At first sight, the phrase, “παλαιὰ 
καὶ καινὰ,” literally “old and new,” may seem to connect both kinds of deeds on equal footing. 
But it should be noted that there is at least an explicit, quantitative differentiation being made 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
113 Loraux 2006, 203-4. 
114 Boedeker 1998, 196. 
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here between the temporalities of the different histories. Then, after going through a list of 
legendary exploits mentioned above, they in fact rebuke their utility: “But what is the point in 
mentioning these episodes? People who were brave in those days might be relatively useless 
now, and vice versa.” And finally comes the decisive blow: “παλαιῶν µέν νυν ἔργων ἅλις ἔστω” 
(so, that’s enough ancient history).  In the end it is the most recent exploit, what the Athenians 
achieved at Marathon, not the heroic legends of the past, that would earn them their lead position 
at Plataea.  Here, mythical exploits and contemporary history are not only conceptually, or 
quantitatively different, the qualitative priority given to the latter is unmistakable. It is the 
contemporary Athenians, because of their contemporary exploits, who deserve to take the lead, 
“even if we were known for no other achievement (although the fact is that we have done more 
than any other of the Greeks)” (Hdt. 2.27.5).   
 It is, therefore, not so much about whether the Greeks actually “believed” in their mytho-
epic traditions, as it is about the Greeks’ awareness of their ontological status as being 
fundamentally different from that of contemporary history.115 It has been sufficiently noted that 
Herodotus, in beginning his Histories, makes these qualitative distinctions between the spatium 
mythicum and the spatium historicum. The famous opening line, in which he wishes to 
memorialize human achievements so it is not forgotten in time is one obvious place oft alluded to 
(Hdt. 1.1.1); differentiating himself from Persian accounts regarding earlier episodes by 
explicitly starting his own account with Croesus, with the qualification that he was “first of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
115 To what degree the Greeks’ actually believed in their myths is, of course, a fascinating discourse, see Veyne 
1983, as well as Griffin 1983; Hall (1989, 66) offers a concise and effective argument for the latter awareness: 
"Greek visual arts, like the epics from which most tragic plots were to be drawn, had previously confined themselves 
almost exclusively to the deeds of gods and legendary heroes, which is proof in itself that the Greek could 
distinguish myth from immediate recent history." 
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barbarians of whom we know” (Hdt. 1.1.6) is another indication of such a distinction and his 
epistemological skepticism towards the "distant" past. This growing skepticism towards ancient 
exempla and preference for recent events are even more pronounced in Thucydides, as he speaks 
through the words of the Athenians (Thuc. 1.73.2):116 
"Now as for the remote past, what need is there to speak of events for which the audience 
would have the evidence of hearsay accounts rather than their personal experience?" 
And the Thebans who also give reasons to reject the validity of ancient deeds (Thuc. 3.67.2): 
"Do not be moved to pity by hearing old achievements, if they actually happened, 
achievements which should assist those who are being wronged, but for those acting 
shamefully mean double punishment, because they sin not in accordance with their 
heritage." 
 
 The systematic process of assimilating the phenomenon of Historienbilder to the timeless 
paradigm of mythical analogies seems to have consequently underplayed its revolutionary aspect 
of representing actuality. Scholars have thus repeatedly treated the two most conspicuous cases 
as exceptions to the rule, thus elevating the Tyrannicides as cult figures and the Battle of 
Marathon as a newly forged mythical paradigm. This chapter aims to reinstate the novelty of 
their ontological status as contemporary events or people, and examine phenomenologically how 
representation of actuality was physically perceived and understood within the fabric of the 
society. And by doing so it repositions the phenomenon of Historienbilder beyond its narrow 
political implications and places it within the larger context of societal notions of time—a 
distinct interest in the immediacy of the present moment, pregnant with human agency, 
epitomized by the notion of kairos. We need only to recall 19th century invention of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
116 As quoted in Grethlein 2010, 176, n.90. 
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photography and cinema, their astounding novelty, and how these new technologies impacted 
our phenomenological relationship with the visual image. Their indexical nature to reality and 
their ability to capture, preserve, re-enact temporality cannot be separated from the larger thread 
of changing societal notions of time, largely driven by industrialization.117 
 
2.3 The Tyrannicides Sculpture Group 
 In 514 BCE, Harmodios and Aristogeiton, members of the Gephyraioi clan of the deme 
of Aphidna, slayed Hipparchos, the son of Peisistratos and brother of the tyrant Hippias. While 
they failed to assassinate the actual tyrant Hippias, who was overthrown four years later, their act 
nevertheless earned them the title of Tyrannicides, the Tyrant-slayers, and they were promptly 
monumentalized in statuary that was set up in the Athenian Agora. A complex network of 
literary and visual evidence from the following two centuries signals the popular reception of 
Harmodios and Aristogeiton as bona fide heroes for the founding of Athenian democracy. The 
first statue group was commissioned to the sculptor Antenor, dated to c. 510-490 BCE, which 
was carried off to Susa by Xerxes in 480/79 BCE. It is the replacement group by Kritios and 
Nesiotes (477/6 BCE) that this chapter explores, and its unique position within the contexts of 
existing artistic traditions and the socio-political atmosphere of the time. Investigating the 
societal reception of the two figures as historical entities offers us a phenomenological 
exploration of how the sculptures were physically perceived and understood within the fabric of 
society. The chapter also aims to reclaim some of their humanly aspects, precisely through their 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
117 For a comprehensive historical analysis of the invention of cinema in its societal context of late 19th century in 
terms of time and temporality, see Doane 2002. 
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historicity, and to suggest that this encouraged a variety of participatory roles vis-à-vis the statue 
group, which in turn helped forge Athenian solidarity united by democratic ideals. 
 The story of the Tyrannicides is mentioned in several fifth and fourth century BCE 
literary sources.118 Thucydides, in one of the most noted excursus in his Book 6 (Thuc. 6.54.1-
6.59.1), recounts the murder of Hipparchos by Harmodios and Aristogeiton in great detail. But 
rather than offering an account of a heroic deed with democratic principles, Thucydides 
characterizes the action as reckless daring (ἀλόγιστος τόλµα) and as a consequence of a love 
affair and erotic jealousy. The synopsis of the event runs as follows:  
Having twice refused the advances by Hipparchos, Harmodios told his older lover 
Aristogeiton, who, enraged and fearing reprisals, started plotting against the 
tyranny. The jealous Hipparchos, on the other hand, publicly humiliated 
Harmodios’ sister; so on the day of the Panathenaic feast, disguised as armed 
procession participants, Harmodios and Aristogeiton set out to kill the tyrants. 
Although they failed to kill Hippias, who was the actual tyrant (and Thucydides 
goes at length to prove this), they did succeed in slaying his brother Hipparchos 
near the Leokoreion at the north edge of the Athenian Agora. The assassins were 
both caught and killed, and in fact, rather than freeing the Athenians from 
tyranny, their action precipitated worse conditions for the following four years, 
until Hippias was finally overthrown by the Spartans with the help of the 
Alcmaeonids. 
 
Scholars remain divided on the meaning and the motive behind Thucydides’ excursus on the 
Tyrannicides; interpretations range from seeing it as a response to the widespread reception of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
118 For a detailed account of such sources, especially by Herodotos (5.55), Thucydides (6.54.1-6.59.1), and Aristotle 
Ath. Pol. (18), see Brunnsåker 1971, 2-32, and Taylor 1991, 77-97; for a complete list, see Taylor 1991, 98-105. 
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the Tyrannicides, to evaluating it within the context of the narrative as a whole.119 Whether 
Thucydides intended an all-out attack on the Tyrannicides legend at its very root, or simply 
wanted to correct the common misconception that Harmodios and Aristogeiton actually freed 
Athens from tyranny; whether his focus was really on the demonstration of his methodology of 
history writing, or on its symbolic connection to the larger narrative, are all very important 
questions, but largely go beyond the intended scope of this chapter. What concerns us here is that 
the fact that he tries to gives an ‘accurate’ historical account, correcting the belief that 
Hipparchus was tyrant when murdered, and that the motive was a personal one, and not 
necessarily a democratic one. This much is clear. In addition, in Book 1 (Thuc. 1.20.1-1.20.2) 
Harmodios and Aristogeiton are mentioned briefly, only in connection to the fact that 
Hipparchos was not the tyrant when they murdered him, clearly in relation to the statement that 
there are many unreliable popular traditions that are handed down in an uncritical manner. The 
majority of scholars thus take Thucydides’ excursus as a serious critique against the ‘inaccurate’ 
popular belief about the Tyrannicides legend. Moreover, that this denigration of the Tyrannicides 
on the part of Thucydides reinforces, in turn, the fact that their public, widespread reception was 
indeed, however false, as democratic heroes and the bringers of isonomia.   
 There has been, however, a different kind of reading. Rather than seeing Thucydides as 
attacking the Tyrannicides for their personal, homoerotic motive, that he was in fact praising 
them for their daring (τόλµα), and for behaving exactly as they should according to the strong 
aristocratic value system, in defending their honor (especially without any negative connotation 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
119 For a recent literary analysis on the excursus, see Meyer 2008, Wohl 1999, 350-51, n.2, and references therein. It 
was De Romilly 1967, 299, who opened the discussion for subsequent scholarship to engage with explaining the 
passage within the larger narrative of the histories. 
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associated with homoeroticism).120 There is indeed nothing to suggest that Thucydides trivializes 
the pair, nor denying the fact that they plotted to overthrow the tyranny. What Thucydides is 
doing then, rather than slurring the pair, is actually “recuperating them for the aristocracy.”121  
  
Whatever the intention, one thing is clear: Thucydides is historicizing their humanity. 
 
 
2.3.1 The Founders of Democracy: Making of Heroes, Remaking of Humans  
 
 Starting his 1991 book on the Tyrannicides, with the attested Athenian laws and customs 
(nomoi) regarding them, Michael Taylor sets a very clear tone to his exploration of what may be 
characterized as the tyrannicide phenomenon in fifth-century Athens.122 The conscious and 
unconscious forging—both systematic and organic, on both institutional and popular levels—of 
an impermeable heroic status for the historic personae in relation to the political democratic 
ideals of the polis, is seen to be, at least in its manifestation in the case of the Tyrannicides, a 
"uniquely Athenian phenomenon."123 
 The institutionalization of the Tyrannicides’ heroic status is evidenced in at least three 
areas: 1. Clearly stated laws regarding the privileges granted to their descendants (sitesis, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
120 Neer 2002, 172-73. 
121 Neer 2002, 173. 
122 Perhaps it is not surprising that, while the book started its life as a Harvard dissertation in Classics (1975), the 
author, subsequently moved on to practicing law. 
123 Shapiro 1993, 213; the forging of, or renaming of the founders for relatively new cities is attested elsewhere in 
the Greek world, especially with the case of Amphipolis, as is discussed in relation to the Tyrannicides in McGlew 
1993, 153-4.  
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proedria, ateleia). 2. Evidence for the existence of a hero cult of Harmodios and Aristogeiton, 
with sacrifices (enagisma: sacrifice to heroes), presumably at their graves in the kerameikos. 3. 
The erection of the statue group in the Athenian Agora, a privilege never granted to mortals 
before, or after, at least for a full century.124 Strict restrictions and regulations regarding the area 
around the Tyrannicides statue continue to be in effect all the way to the Hellenistic period, 
attesting their singular position in the history of visual commemoration and in the physical fabric 
of the Athenian Agora.   
 The attestation of laws and customs regarding the descendants of the Tyrannicides may 
date to as early as 440 BCE, in the form of sitesis, the right to dine in the Prytaneion.125 It is 
made amply clear that not only was being granted sitesis a major and visible honor (the 
descendants of the Tyrannicides are listed in the Prytaneion decree, only second to the priests 
toîn theoîn; they come before the priest of Apollo as well as the Olympic victors), but that it was 
also regarded as a sacred duty of the state to care for the descendants of the founding heroes of 
democracy.126 The second and third privileges, the proedria, the right to front seats at the theater 
and public events, and the ateleia, exemption from liturgies such as the choregia, are first 
attested in the early fourth century by Isaeus, in his speech concerning Dicaeogenes (389 
BCE).127 Even in the time of financial crisis after the Social War of 355 BCE, when a certain 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
124 Demosthenes, in his speech against Leptines (20.70), states that Conon was the first man after Harmodios and 
Aristogeiton to have his statue set up by the Athenians. 
125 Taylor 1991, 1-5; for the Prytaneion decree, see Taylor 1991, 10, n.2, and references therein. 
126 Andocides, On the Mysteries (1.98), mentions an oath in the law of 410 BCE, regarding the caring of the 
descendants of anyone who slays a tyrant or a helper of a tyrant, as a sacred duty. 
127 Isaeus 5.46-47. 
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Leptines attempted to repeal the institution of granting ateleia, he specified that the sole 
exception to this repeal would be for the descendants of the Tyrannicides.128   
 Although the evidence is slimmer for the actual “cult” of the Tyrannicides, the existence 
of the cult itself is rarely questioned.  An enagisma—a sacrifice to the chthonian gods and 
heroes, as opposed to an Olympian deity—to Harmodios and Aristogeiton by the polemarch is 
twice attested in literature after the late fourth century, but without any further details.129 
Scholarly controversies surrounding the problem of the Tyrannicides-cult revolve around its 
ritual practice, the time, the occasion, and the motive behind its institution.130 An interesting 
connection of the Tyrannicides-cult with the rituals of the war dead may have been shown both 
in later literary traditions as well as in visual quotations of the Tyrannicides statue in other 
artistic media.131  
 The institution of the “official cult” of the Tyrannicides—when it started, and whether it 
originated with the Alcmaeonids, or the anti-Alcmaeonid faction, or Kleisthenes himself, or a 
post-Kleisthenic enemy of the Alcmaeonids—seems to be an unanswerable question.132 It is 
interesting to note, however, that the various speculations on the origin of the Tyrannicides-cult 
tend to revolve around the erection of either one or the other statue group: the first one by 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
128 Demosthenes 20.29. 
129 Aristotle, Ath. Pol. 58.1; Pollux 8.91. 
130 See Fornara 1970; its relation to the Alcmeonids remains speculative, see Jacoby 1949, 152-68; Ehrenberg 1956; 
Podlecki 1966; Taylor 1991, 5-9. 
131 Taylor 1991, 8; Clairmont 1983, 14-15. 
132 Note that two recent treatments of the Tyrannicides and their socio-political impact gloss over the question of the 
actual “hero-cult” quite deliberately (Neer 2002; Ober 2005). 
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Antenor (c.509-490 BCE), and the second by Kritios and Nesiotes (477/6 BCE).133 This implicit 
assumption in modern scholarship, positing a connection between the birth of the cult and the 
erection of the Tyrannicides statue group, seems to have had a circular effect in reinforcing the 
cultic dimension, or the special heroic status symbolized in the statue groups themselves.134 The 
slight unease in regarding Harmodios and Aristogeiton as very recently deceased historic 
individuals—mortals as opposed to divine, recent as opposed to temporally removed from the 
ancient Greeks and situated in the mythical, heroic, or distant past—to be commemorated for the 
first time in monumental sculpture in the Athenian Agora, has led scholars to bolster their 
identity as bona fide heroes with a cultic association. While I do not intend to deny any cultic 
dimension associated with the Tyrannicide figures, one must also remember that the existence of 
a fifth-century practice of the Tyrannicides-cult is an extrapolation from a later fourth century 
source, which briefly mentions the duties of the polemarch.135 This is not to belittle the symbolic 
position that the Tyrannicides occupied in the Athenian history as true “icons of democracy”, nor 
their elevated status beyond any historical individual in the popular reception by the Athenian 
demos. On the contrary, I argue that it is precisely by returning to their humanity, their position 
in the specificity of recent historical, collective memory of Athens, that we can truly appreciate 
their unique role in the forging of a new era, both ideologically and artistically. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
133 Podlecki (1966, 135), although dismissing Antenor’s group as unlikely to have had much impact on the cult, 
turns specifically to the later replacement by Kritios and Nesiotes, pegging the institutionalizing of the cult on its 
erection. The argument rests on intuitive, hand-waving evidence that the later group was more “popular”.      
134 Neer (2002, 250, n. 117), however, explicitly remarks on his interest solely in the statue group in the Agora, and 
not on the hero-cult, “which would be relevant only to the Tyrannicides’ gravesite in the Kerameikos.”   
135 Aristotle, Ath. Pol. (58.1); dubiously attributed to Aristotle, it is dated to c. 330-322 BCE (for dating see Sandys 
2000, 49-65). 
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 There are two more subjects to consider before turning to the visual evidence. The first is 
on the so-called “Harmodios-skolia,” a set of four “drinking songs” devoted to the 
Tyrannicides.136 Preserved in Athenaeus (15.695a), and alluded to several times by Aristophanes 
in the 420s BCE, these songs are thought to date close to, or even pre-date the erection of the 
statues themselves, in the very late 6th century, or very early 5th century BCE.137 These skolia 
have attracted a lot of scholarly attention, not only for their consequences for the ‘Tyrannicides 
phenomenon’ and their implications for the new democratic ideology, but also for the practice of 
the genre itself and its performative aspect within the context of the symposia.138 I do not wish to 
dwell on the obsessive scholarly attention on the term isonomia invoked in these poems, nor do I 
wish to make supportive assertions or denounce the heroic imagery and aristocratic rhetoric 
invoked in the terms kleos, philtatos (“the most beloved”), or the Blessed Isles, where 
Harmodios can co-habit with Achilles and Diomedes. It is rather the sympotic context in which 
these songs where sung, and the phenomenology of the performative aspect of the genre, to 
which I now turn. 
 These short, four-line stanzas repeat certain lines, and replace or modify certain others, 
which give them an improvised quality, invoking the informal setting of a symposium.139 Two of 
the skolia start with the same line, “I will carry my sword in a myrtle bough,” and follow with, 
“Just like Harmodios and Aristogeiton.” The explicit mentioning of the myrtle branch is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
136 See Taylor 1991, 22-3 for the full text. 
137 Aristophanes: Acharnians (980, 1093), Lysistrata (632); for dating of the Harmodios-skolia, see Bowra 1961, 
373-97; Ostwald 1969, 126-30. 
138 Neer 2002, 18-9, 170-71;Taylor 1991, 22-32; Bowra 1961, 373-97; Ehrenberg 1956. 
139 Taylor (1991, 27) expresses his views that skolia were impromptu compositions at private symposia, while 
Bowra (1961, 373) suggests that they were decorous, public-minded songs sung at polite gatherings.  
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extremely interesting in light of the practice of performing the skolia. We know already from 
literary sources that indeed myrtle branches were passed from one singer to the next, and the 
skolia were sung by the person holding them.140 Hence the first person statement opening the 
songs, “I will carry my sword in a myrtle bough,” transforms the singer of these Harmodios-
skolia into virtually reenacting the heroic deed of the Tyrannicides.141 Without ruling out the 
possibility of these symposiasts physically reenacting the actual deed, or assuming a certain 
posture (e.g., mimicking the “Harmodios stance” of Figure 2.2), one may realize that during the 
singing of the Harmodios-skolia there is a three-fold action of temporality embodied in the 
performance: (1) The past, a specific historic incident in 514 BCE by historic individuals, which 
is being reenacted in (2) the present, by the symposiast, who holds a myrtle branch and assumes 
the persona of Harmodios, while he sings the words, pledging that in (3) the future, he will carry 
(φορήσω) his sword in a myrtle branch, just like the Tyrannicides, in continuous defense of 
democracy. It is thus this very act of the performance of the Harmodios-skolia that funnels the 
recent, historical memory into the present durée of the performer, as he himself molds his words 
in a kairiotic fashion––an impromptu rhetoric—pronouncing words that will dictate his future 
ideology.   
 We must also not forget the context of the symposia, in which these songs were 
composed and performed. It simply cannot be a coincidence that the Tyrannicides were chosen 
here as the subjects of these skolia, given the widely known relationship between Harmodios and 
Aristogeiton as eromenos and erastes, and their likely significance in the context of homoerotic 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
140 Plutarch Quaest. Conv. 615B; see Taylor 1991, 24 for a summary of various views on the etymology of the term 
skolia and its possible relation to the myrtle branch. 
141 Neer 2002, 19. 
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practices in the symposia. Lost in the philological debates of various terms in relation to their 
political significance, scholarship on the Harmodios-skolia has been strangely silent on the issue 
of the homoerotic dimension of these songs, which would have been rather obvious to the 
symposiasts, taking turns performing, listening, looking and desiring.142 In addition, it is 
Harmodios, and not Aristogeiton, who is the implicit focus of these songs; although they are 
always mentioned side by side in all four skolia, Harmodios always precedes. Moreover, we 
know from Aristophanes onward, that these skolia themselves were nicknamed the 
“Harmodios.”143 They were not called the “Aristogeiton,” or even the “Tyrannicide songs,” but 
to perform these skolia was equivalent to “singing the Harmodios.” This metonymic usage of 
Harmodios pertains to his centrality not only as the character in the skolia themselves, but also as 
the performer of those skolia: to “sing the Harmodios” with a myrtle branch in hand meant to 
reenact the historical deed, as Harmodios himself. It is not surprising that it was the younger, 
more attractive youth in full bloom—the eromenos—should be chosen as both the object of 
desire and the object of assimilation, in the sympotic context.  
 The above mentioned triple-folding of temporality, while focusing on the present moment 
of the performance, and the embodied performer as the locus of a subject-object assimilation 
(subject: performer; object of desire: Harmodios), I shall argue below, has parallels in the 
phenomenon of the embodied viewing of the famed statue of the Tyrannicides by Kritios and 
Nesiotes. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
142 Neer (2010, 80), however, remarks on how the homoerotic bond between the two men can become emblematic of 
the bond between citizens. 
143 Wasps 1224;  Acharnians 980. 
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2.3.2 The Sculpture Groups: Visual Evidence 
 
 The only source that specifically mentions two statue groups of the Tyrannicides is 
Pausanias (1.8.5), who saw them standing side by side, somewhere between the Temple of Ares 
and the Odeon in the Agora of Athens. He also states that one was by Kritios, and the “older 
one” by Antenor.144 He also relates that the latter was taken by Xerxes when the Persians sacked 
Athens, and that it was returned to the Athenians by Antiochos.145 Several valuable deductions 
have been made from the passage: that there was an Archaic statue group by Antenor, and that its 
appearance was sufficiently different from the later group that it was enough to designate it as 
ἀρχαίους, “the old ones.” Many have thus imagined them as two kouros statues.146 Pliny the 
Elder (NH 34.16-17), on the other hand, is the only source to give a specific date for the Antenor 
group, that it was set up in the same year that the kings were expelled in Rome, 509 BCE. The 
convenience of such synchronism, equating the founding dates of the Roman Republic and 
Athenian democracy, half a millennium later, is usually regarded as suspicious. This engendered 
an active, half-century-long debate on the date of the Antenor group, which has yielded no 
satisfactory solution. The arguments for the various proposed dates from 509 BCE to 488/7 BCE 
(when the last of the tyrants’ descendent was ostracized) usually revolve around circumstantial 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
144 τοὺς δὲ ἀρχαίους ἐποίησεν Ἀντήνωρ 
145 For sources claiming other names for being responsible for returning the statues, and the possible dates of return 
(generally in the early 3rd century BCE), see Brunnsåker 1971, 44-5.  
146 Ridgway 1970, 82, n.2; although, knowing that the Antenor group was made in bronze, there could have been a 
visible departure from the rigid stance of the archaic kouros figure, for example, in the manner of the “Piraeus 
Apollo.” 
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evidence regarding shifting political alliances.147 It is now regarded as being dated roughly 
within the two decades centered around 500 BCE.148 
 The situation is drastically different with the second statue group by Kritios and Nesiotes, 
with much fuller evidence. Starting with their erection, there is an exact date associated with it in 
the Marmor Parium: 477/6  BCE. 149  This is usually taken to imply that the Athenians 
commissioned a replacement as soon as possible after Xerxes’ well-attested theft of the Antenor 
group in 480/79. Such a scenario also reinforces the importance of the Tyrannicides as an 
indispensable icon of the Athenian pride of the time of the Persian defeat, which also bodes well 
with their apparent connection with the war dead. It is also consistent with the stylistic 
consideration from the visual evidence.150  
 Reconstructing the appearance of the Tyrannicides group by Kritios and Nesiotes has 
been a concerted effort since 1859, when Friedrichs first identified two marble statues in the 
Naples Museum to be a Roman marble copy of the Tyrannicides group (Figure 2.1).151 Finding 
the right head for the headless Aristogeiton was a string of detective work that culminated in its 
confirmation with the Baiae fragment, which was found in a sculptor’s workshop.152 It has been 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
147 See Taylor 1991, 13-15, for an overview of the various arguments. 
148 Neer 2010, 78; Ober 2005, 216. 
149 Marmor Parium, A, ep. 54 (IG XII5 444). The date on the Marmor Parium is rarely questioned and it is taken for 
granted that it refers to the Kritios and Nesiotes group, quite understandably, despite the absence of a specified 
authorship. 
150 see Taylor 1991, 15; the last point about style has the danger of falling into the trap of circular reasoning—many 
scholars take the Tyrannicides by Kritios and Nesiotes as “signaling” the advent of the Early Classical Style, given 
its ‘secure’ dating. 
151 Friedrichs 1859; Museo Nazionale, Naples, inv. nos. 6009 (Harmodios), 6010 (Aristogeiton). 
152 See Brunnsåker 1971, 45-81, for the details of the history of identifications; for the Baiae cast, see Richter 1970; 
von Hees-Landwehr 1982, 24-6. 
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suggested that the minor discrepancies found among the handful of copies signal the possibility 
that the Antenor group was stylistically close to the Kritios and Nesiotes group, and that we are 
seeing copies from both originals;153 this view, however, is not readily accepted in general 
scholarship. Finally, there is no direct reference to the original material of the later statue group 
by Kritios and Nesiotes, but it has been generally accepted as bronze, having inferred from 
explicit references to the earlier Antenor group being made in bronze as well.154 The practical 
aspect of rendering such dynamic poses with fragile extremities weighs heavily in favor of the 
later group being made in bronze as well. The technological change from marble to bronze as 
sculptural material around this time period is an important part of the discourse on the Classical 
composition and style.155 
 Visual evidence in artistic media other than the handful of marble copies is far from 
numerous, but suggestive enough to provide us with a relatively coherent picture of the group by 
Kritios and Nesiotes.156  Two major issues regarding the reconstruction of this group, both of 
which has been dealt with extensively in scholarly literature, are: 1) reconstructing the position 
of Harmodios’ arms (missing in the marble copies), and 2) the original configuration of the two 
statues and their relative positions to one another.  
 The first problem was answered by Gisela Richter in 1928, when she published the 
marble head of Harmodios in the Metropolitan Museum in New York. The remnants of two 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
153 See, for example, Ridgway 1970, 81-3, and Mattusch 1996, 61-2. 
154 Brunnsåker 1971, 41; on the Antenor group: Valerius Maximumus 2. 10. ext. 1; Pliny, NH 34.69-70; Arrian, 
Anab. 3.16.7-8, 7.19.2. 
155 See Neer 2010, 81-3, for a short treatment of the discourse on the material of the Tyrannicides; for the 
functionalist point of view that bronze as new material begat the Classical style, see Mattusch 1988, chapters 5 and 
6.  
156 See Brunnsåker 1971, 99-116, for a complete list of visual evidence other than marble copies. 
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supportive struts on the back of his head were sufficient evidence for the Naples Museum’s 
reconstruction being incorrect (Figure 2.1); instead, Harmodios’ right arm should be pulled back 
sharply, with his wrist and sword grazing the back of his head, thus explaining the position of the 
supports (Figure 2.2). Such a reconstruction also concurs with all other extant pictorial 
depictions of Harmodios on vases and coins, always shown in profile, and especially those that 
are explicitly referred to as statues, representing them as standing on bases (e.g., Figures 2.3-
2.5).  
 Shefton called the particular sword stroke that results from this stance of Harmodios the 
“Harmodios blow,” and traced it back to the late 6th century volute-krater by Eurphonios in 
Arezzo, which shows Telamon giving the coup de grâce to the fallen Amazon (Figure 2.6).157 He 
also correlated this iconography with the late 6th-century introduction of the ‘spatulate sword’ 
used for cutting, as opposed the straight-sided sword primary used for stabbing.158 This powerful 
blow, with the sword pulled back sharply, thus maximizing the travel distance for momentum 
and strength, Shefton notes, leaves the attacker’s body completely exposed. Therefore, it is often 
used as a butcher’s blow against a fallen enemy, when defense is not a concern.159 This of course 
adds to the τόλµα (“daring”), to which Thucydides so repeatedly characterized the couple. The 
ingenious use of this stance for the rash, young eromenos, which has the effect of gloriously 
exposing his full frontal chest in a sexy arched-back pose, is surely not a coincidence.160 The 
striding warrior/god stance of Aristogeiton, in contrast, confined to horizontal movement, is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
157 ca. 510 BCE, ARV2, 15, 6. 
158 Shefton 1960, 175. 
159 Shefton 1960, 173. 
160 See Neer 2010, 50-52, and 78-80 for reading the arched back as sexually charged.  
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more conventional and less dynamic. No wonder this relatively new “Harmodios stance” became 
a sort of iconic, visual cue, so readily recognizable, and quickly developed into the most stable 
visual element in Tyrannicide iconography. And we shall see, it seems to have been 
occasionally, physically mimicked as well. 
 We now turn to the second reconstructive problem, the relative position of the two 
statues, which is one of the most debated problems regarding the Kritios and Nesiotes group.161 
The problem arises partly because visual reproductions or quotations in two-dimension media 
(coins, vases, and reliefs) show a variety of different relationships between the two figures. The 
most widely accepted is the back-to-back wedge-shaped configuration (front converging), shown 
in all textbooks and handbooks of Greek art. But every possible variation in the positions has 
been proposed: parallel back-to-back, parallel chest-to-chest, Harmodios leading slightly, 
Aristogeiton leading slightly, and Harmodios and Aristogeiton in a single file advancing. The 
base fragment with parts of an epigram attributed to Simonides, found in 1936 in the Turkish fill 
near the Odeon, measures 1.6m;162 if this represents the length (depth) of the base, then all 
displaced configurations (one statue leading the other) become unlikely, since the base will be 
then too short. In addition, reproductions on vase paintings, which often depict the two figures 
separated in profile, are not always consistent on who takes the lead (compare the Panathenaic 
vase, Figure 2.4, with the Oinochoe fragment from the Dexileos tomb, Figure 2.3); this is also 
taken as a sign that they were striding side by side, but pictorially separated in an arbitrary 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
161 See Brunnsåker 1971, 151-64, for a comprehensive overview of the various arguments.  
162 Agora inv. no. I3872; Meritt 1936. 
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fashion when translated into two-dimensional media.163 In particular, the very existence of the 
electrum coin of Kyzikos, dated to second half of the fifth century BCE (Figure 2.5), showing a 
very suggestive rendering of the Tyrannicides group, so closely overlapping and on a pedestal, 
would only make sense if the actual position of the statues were indeed side by side. Both the 
Kyzikos coin and the black-glazed fragment (Figure 2.7; now showing it from Harmodios’ side) 
show remarkable consistencies with either the wedge-shaped or the parallel back-to-back 
configuration (Figure 2.8, right). Brunnsåker remarks that 9 out of 10 reproductions (3 of which 
gives a common base to the statues), are very careful to render one figure from his front and the 
other from his back — this kind of consistency is very suggestive of the fact that the vase 
painters were drawing systematically from a common three-dimensional source that could be 
looked at from either side. The awkward chest-to-chest configuration of Buschor and Shefton is 
also ruled out by Brunnsåker.164 
 Although there is no conclusive evidence for whether they were standing in a parallel or 
in a wedge-shaped configuration, the latter which is the adopted norm today, does have the 
aesthetic advantage of making their attentions converge on a single point ahead. The parallel 
back-to-back configuration, on the other hand, will make the two protagonists’ gazes diverge in 
opposite directions; it also deprives them of the fullness of their frontality that is a prominent 
feature of the wedge-shaped configuration (see Figure 2.8). Especially without their back legs 
visible, visually balancing the otherwise top-heavy composition, the effect is a serious 
compromise of stability; the two figures almost seem as if they are about to topple over to either 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
163 Shefton 1960, 176. 
164 Brunnsåker 1971, 163. 
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sides. Another argument for the wedge-shaped configuration may be in order, if the measured 
size of the extant base fragment (1.6m) is actually the width of the base seen from the front (and 
not the length/depth). If such was the case, the base may seem unnecessarily wide for the parallel 
configuration. 
 
2.3.3 Viewing the Tyrannicides and Playing the Roles: Harmodios or Hipparchos? 
 The question thus arises, which has been posed numerous times: from which viewpoint 
were the Tyrannicides supposed to be seen? Considering that the Tyrannicides is a two-statue 
group, and that one would want to give equal weight to the two protagonists, the natural logic 
that follows, therefore, is the frontal view (Figure 2.1). And this rather straightforward approach 
indeed has the conceptual advantage of displaying continuity with the frontality of the Archaic 
kouros. This has also engendered a widely proliferated iconic image of the Tyrannicides in 
modern art history: a flat, two-dimensional photographic reproduction of two figures stepping 
out towards the viewer, with an aesthetically pleasing, symmetrically arranged, tripodal 
configuration of the legs; and their upright torsos shown almost frontally, in more than three-
quarter view (Figure 2.1). The viewer completely offers him or herself to the direct engagement 
of their gazes, and participates in a very specific moment of the narrative: a precarious split-
second before the sword of Harmodios comes bashing down on the viewer’s own head. 
Numerous scholars have commented upon the viewer, who, in playing a role of Hipparchos, 
actively participates and completes the narrative of tyrant-slaying. 
 Nevertheless, the dynamic quality that one expects from this angle is partially washed out 
by the “foursquareness” of this particular viewpoint; the stable symmetry created by the mirror-
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imaging of the two figures dominates their overall silhouette. Even the would-be harsh intrusion 
of Aristogeiton’s left arm into the viewer’s space, literally loses its “punch,” as it is mitigated by 
the visual extension created by the unnaturally vertical shaft-like folds of the chlamys hanging 
from the upheld arm, filling the gap created by the distance between his left arm and thigh. From 
the front, one sees nothing of the radiant spread of wavy folds that are presented from either 
sides. Imagine away the chlamys, and you will have a very disturbing, infringement of the safety 
of the viewer’s space, achieved successfully by the ‘Apoxyomenos’ by Lysippos a century and a 
half later. Even the strides themselves, taken in from this frontal viewpoint, seem less of a 
“headlong rush” and more like a hesitant step in mid-pause.  
 The full profile view (Figure 2.9), however, offers a kind of dynamism that is 
unmistakable, especially in the case of Harmodios; note the dominant diagonal line that extends 
uninterrupted from the left heel at the bottom, all the way to the right elbow at the top. Cocked 
back in an acute angle at the elbow, this diagonal turns around and sends back parallel 
reinforcements downward, through the blade of the sword, all the way down his left arm.  Neer’s 
characterization of the Tyrannicide figures as charging somewhat “arthritically” rings true, with 
their static core bolt upright, from which active extended limbs radiate, as if only the legs and 
arms moved while the torso remained still.165 His assessment, however, of an abrupt transition 
between the two “privileged,” “cardinal view points” of the statue group—the front and the 
profile—characterizing it as “lingering archaisms” is to undermine the revolutionary approach 
that the Tyrannicide group offers by way of its kinesthetic experience of viewing.     
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 The Tyrannicide sculpture group of Kritios and Nesiotes has long been credited for 
bringing the onset of the so-called Classical Style.166 The figures both have remarkably dynamic, 
open poses—whether it was enabled by, or required the material of bronze—and the gleaming, 
shining surface, references the “great light” [phoōs] in Simonides epigram on the base.167 These 
“supercharged kouroi,” Neer notes, achieved a new sense of “wonderment” (thauma), dazzling 
the eyes through “headlong rush and shining bronze.” 168  Following the recent trend in 
scholarship of downplaying the abruptness of the so-called “Greek revolution,” he stresses its 
stylistic continuity with the Archaic kouros, and instead underscores the notion of thauma being 
played out in more intensified ways. The following few remaining pages, however, will focus on 
re-emphasizing an unmistakable break from the tradition of Archaic art. This issue of a 
stylistic/conceptual break in the artistic tradition is reformulated partly in terms of the 
phenomenological dimension of an embodied viewer: a physically present viewer, in space and 
in time, who interacts with the spatio-temporal configuration of the statues themselves, and while 
doing so processes a complex interaction of perceiving, remembering, and re-enacting (both 
passively and actively) through one’s own body. 
 Let us start with the widely accepted “ideal” viewing position: the front. As the two 
figures are seen boldly advancing towards the viewer, the viewer is then drawn into the action of 
a historical event by momentarily lending oneself to the role of Hipparchos. Ever so prevalent in 
the memory of the Athenians, the event itself would have been only one generation removed 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
166 See, for example Stewart 1997, 245, when he says that the Tyrannicides, “literally marks the birthday of the 
Classical style in Athens”; see also, Stewart 2008, and Stewart 2010. 
167 Neer, 2010, 81. 
168 Neer, 2010, 85. 
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from the presentation of the Kritios and Nesiotes group, repeatedly retold as the heroic narrative 
of the “foundation” of democracy.169 The marble copies of the statues measure a little more than 
180 cm in height, already slightly over-lifesize; on a base estimated to be about 30-60cm high, 
these figures would have been as much as 2.4 meters tall.170 The viewer’s eye-level would put 
him face-to-face with Harmodios’ broad, exposed chest, and Aristogeiton’s forcefully protruding 
left arm—belittling and subjecting the viewer to the impending doom that the tyrant must have 
felt just before the killing blow. But to be subjected to this kind of historical re-living and 
actively participating in that experience also imply the notion of accepting them not as 
“unattainable heroes,” but as human beings, once lived and loved, who daringly gave their life to 
an important cause. Their physical scale is carefully thought out to be impressive, but not overly 
so; they still belong to the human realm. The “active” participation completing the narrative of 
the establishment of the democracy, has been thought of as “a process of forging a new identity 
in which Athenian citizens would not be passive subjects but active participants in the history-
making business of public life.”171 Another reading focuses on the absence of the victim/tyrant in 
the statue group, which renders them more emblematic of, rather than subject to, their historical 
narrative.172 
 Now, imagine the viewer now overcoming the initial sensation of impending doom as the 
tyrant. As noted above, the “Archaic” frontality and the foursquare mirroring into a well-
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
169 It should be reminded that the Antenor group, however, did not have the temporal distance associated with the 
later Kritian group. 
170 Brunnsåker’s estimate of reconstructed height the statue base; although there is always a chance that the group 
was perched upon another pedestal. 
171 Ober, 2005, 219; see also Fehr 1984, 35-8. 
172 Brunnsåker 1971, 164. 
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balanced symmetry, and the strangely hesitant “arthritic gait” seen from the front will quickly 
tire the viewer. But as soon as the viewer displaces himself from the position of the soon-to-be-
dead tyrant and starts to slip off to either side, something remarkable happens. A dazzling array 
of “movements” exhibit themself before the viewer (Figures 2.10 and 2.11): Aristogeiton’s 
chlamys spreads itself open like a stage curtain being drawn, behind which bodies hide and from 
which they appear; torsos twist and turn to make themselves bulkier or slimmer; legs open up 
wider and close their distance as daintily as a ballet dancer; weapons conceal and reveal 
themselves to the viewer’s alarm. Until, of course, one body is completely hidden behind the 
other, offering the complete profile cardinal viewpoint of a single striding figure (Figure 2.9). 
 This sensational, kinesthetic experience, exploring the relationship between the time and 
space of the viewer vis-à-vis the sculpture, is something that has never been, to my knowledge, 
been attempted in Greek art before the Tyrannicide group by Kritios and Nesiotes. It is the 
conscious employment of a two-person statue group as a tight-knit unit—unlike the solitary 
kouros figure, or a paratactic arrangement of un-interacting figures (e.g., Genelaos Group from 
Samos)—that has enabled this complex interaction, exploiting the possibilities of a three-
dimensional space to its fullest.173 By employing the stance of the “harmodios blow” so as to 
invert the traditional left-leg forward striding motif, and putting together two largely mirrored 
bodies together, the artists have, with an eye for spatial balance, harmony, as well as contrast, 
achieved a spectacular, new kind of three-dimensionality. Each figure alone may indeed show 
lingering traces of archaisms, which limit the viewing in planar or cardinal space, but the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
173 See Bumke 2004, 131-145, for a discussion of the Tyrannicides as a group without precedent. 
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combination of the two figures into a new unit has effectively created a new paradigm for the 
Classical space. 
  The conscious employment of contrast plays a large role in the dynamicism of the 
sculpture group and is shown as a variation around a common core motif of forward-leaning 
bodies. The differentiation starts with a binary opposition in age: the older, bearded erotes, 
Aristogeiton, with a guarded, conservative pose with drapery hanging from his arm; the ephebic, 
beardless eromenos, Harmodios, offers up his nude body much more willingly. One further 
notices that this binary mode extends to the deployment of formal characteristics to match this 
contrast: respective profile views will show that Aristogeiton is dominated with linear 
horizontals and verticals, while Harmodios is dominated with repeated diagonals, and 
curvilinear, arched tension. The anticipated movement for Aristogeiton is a straightforward 
powerful horizontal thrust; for Harmodios, it is most likely a diagonal cut (from upper left to 
bottom right)—a swing—that will generate a rounded arc when viewed from the side. The 
tensile energy, therefore, is stored in the potential motion of the two figures, linear and circular, 
respectively (see Figure 2.12). This kind of tension from coexisting binary oppositions extends 
far beyond the formal qualities of the statue group, to its symbolic content, ideology, as well as 
reception.     
 A discussion of the physical space of the group in its original setting in the Athenian 
Agora is in order. The exact position of the statue group in the Agora is unknown. But following 
Pausanias’ implication that they stood somewhere between the Temple of Ares and the Odeon 
(or along whichever route he took from one building to the other), then cross-referencing it with 
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other sources, there are several possibilities that have been proposed.174 The results, however, 
remain inconclusive, and we can only speculate the correct orientation of the group, depending 
on whether or not it was close to the Panathenaic way (if it was, then it was probably “facing” 
the street). The location above the northeast corner of the Ares Temple has the symbolic 
advantage of being close to the actual spot where the historic action took place (near the 
Leokoreion), and being at the entrance to the Agora on the Panathenaic way (Figure 2.13, 
position 1). The ideological, political message, especially to the Panathenaic processioners, who 
would literally have to pass through the position in which Hipparchos once stood, would have 
been blatantly obvious as a cautionary note against tyranny. That the statue continued to serve as 
an emblem for anti-tyrannical sentiment, and a defense for democratic ideals throughout the 
fifth-century, and even through the fourth, is well attested in various literary traditions.175  
 The sentiment of “caution” through the phenomenology of subjecting oneself to the 
position of the victim and thus actively participating in public iconography of the Tyrannicides is 
explicitly attested elsewhere in Greece. An interesting case is seen in a public inscription from 
the polis of Erythrae in Asia Minor, dated to 334 BCE, after the oligarchs were overthrown.176 
According to the decree mandating repairs to and honors for a statue of a tyrannicide—a 
standing male figure holding sword—the Erythraean oligarchs at one time removed the sword 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
174 see Brunnsåker 1971, 125-34, for a detailed summary. 
175 Ober 2005, in particular, generalizes the Tyrant-killing image as an essential emblem of stasis, and a therapeutic 
solution to civil conflict. Note also that around 400 BCE, the Tyrannicides group becomes popular as a motif in vase 
painting, and they become explicitly quoted as statues on bases. 
176 Dittenberger in SIG, 284, with Gauthier 1982. 
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from the statue, “thinking that the [statue’s] stance (stasis) was entirely aimed at them.”177 Not 
only does this attest to the symbolic power of the Tyrannicide iconography as a menace to those 
opposed to democracy, but it also makes the phenomenological response to participatory mode 
of viewing quite explicit. The sword, a physical object in which this particular “menace” was 
concentrated, was then restored on the statue by the democrats, and a public inscription was 
erected recording their own and their opponents’ motives. 
 Coming back to Athens, we have another possible location for the Kritian group, at the 
very center of the Agora, where the old orchestra used to be.178 This is where dramatic 
performances were held before they were transferred to the southern slope of the Acropolis (see 
Figure 2.13, position 2). That the orchestra was partially replaced by the Odeon in later times; 
that the Simonides base was found near the Odeon (although out of original context); that it is 
not inconsistent with Pausanias’ description (between the Temple of Ares and the Odeon), nor 
with Arrian’s (who could see the Metroon from this spot), all support the plausibility of this 
location for the statue group. Even more important is that the Tyrannicides would have been seen 
standing in isolation for a long time, free of other monuments around it, for we know that there 
was a law against setting up other statues in their immediate vicinity. Only two exceptions are 
attested, and no less than two centuries after their erection: Antigonus and Demetrius in 307 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
177 See Ober 2005, 229, n.29; Ober also speculates that from the inscription a pose not dissimilar to the Harmodios 
stance is implied for the Erythraean tyrannicide statue. 
178 Plato, Timaeus; see Brunsåkker 1971, literary sources no. 15. 
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BCE, and Brutus and Cassius in 44 BCE.179 Sometime after the early 3rd century BCE, we also 
know that the two statue groups, the Kritian and the one by Antenor were standing side by side. 
 Standing in the heart of the commercial and civic center as such, free of obstructing 
monuments, the Tyrannicides would have been visible from all directions, from all corners of the 
Agora. Such a physical context greatly encourages the reading of the Tyrannicide group from all 
sides, without limiting it to one or two specific privileged viewpoints. Interestingly, a statue base 
on the Acropolis with Kritios and Nesiotes’ signature, Keesling argued recently, had positioned 
the figure and the dedicatory inscription in such a way as to encourage the viewers to walk all the 
way around.180  The variety in which translations of the 3-dimensional object into a 2-
dimensional pictorial surface were executed, in vase painting and other media, are also consistent 
with the observer being at a variety of angles from which to look at the statue group. Sometimes 
the two figures are separated completely. At times they partially overlap with either Harmodios 
or Aristogeiton leading, which is consistent with an intermediary angle. Sometimes they almost 
completely overlap, which is consistent with seeing them in full profile. Here too, we have either 
Harmodios or Aristogeiton put at the fore. These pictorial variations themselves have never been 
taken very seriously; rather, they have mostly been regarded as negative evidence for any 
consistency regarding the exact reconstruction of the statue group. I propose, however, that they 
are positive evidence instead, for an all-around viewing mode of the sculptures.181 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
179 Diod. 20.46.2; Dio Cassius 47.20. 
180 Keesling 2000. 
181 Of course, following the pictorial conventions of the time, the “frontal” depiction is absent, which does not mean 
that the sculptures were not to be seen from the frontal position; see Brunnsåker 1971, 159, however, for recognizing 
the partially overlapped renderings as an effort to represent “perspective”. 
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 Having established that the Tyrannicide group would have been seen from a kaleidoscope 
of angles, the notion of “role-playing” now completes its dialectic. From the position of the 
soon-to-be-killed tyrant in the narrative (frontal), the viewer moves into the position of a dazzled 
spectator and a dizzy witness of the kinesthetic narrative (oblique), and finally, when the viewer 
reaches the position of Harmodios himself (profile), and Aristogeiton is fully concealed save his 
protective chlamys, the viewer is finally invited to participate wholeheartedly in becoming 
Harmodios. We have already seen another contemporary practice of “becoming Harmodios”: 
reenacting the historical deed by performing the Harmodios-skolia, in the context of the 
symposia. The uncanny parallel of such a verbal reenactment extending to the visual arts is 
literally attested to in the well-known Lysistrata (631-635) by Aristophanes:  
 These women won’t set up a tyranny over me, for I’ll stay on guard 
 And I’ll carry my sword in a myrtle bough; 
 I’ll stand to arms in the Agora beside Aristogeiton, 
 Like this! I’ll stand beside him; for this way I can 
 Slap on the jaw this hag hated by the gods. 
 
The old men of the chorus, besieging the Acropolis taken by the women, is literally doing the 
“Harmodios,” by singing a snatch from the Harmodios-skolia (second line), and taking the pose 
of the “Harmodios stance”. The catch phrase “And I’ll carry my sword in a myrtle bough...” 
would have been all too well known, and a clear cue for the audience/spectators to be reminded 
of the context of the symposia. That he “stands in the Agora beside Aristogeiton,” is already to 
assimilate himself to, or take the identity of Harmodios. And finally, from the phrase “Like this!” 
(ὧδέ) “I’ll stand beside him,” it is clear in the context of the theatre stage, that the old man is 
physically emulating the pose of Harmodios. The comic irony of a decrepit old man emulating 
the heroic dashing stance of the youthful Harmodios will be an all-too familiar pun even to the 
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modern viewer. And one must not forget: it is rather the humanity of the Aristogeiton and 
Harmodios as historical figures, and not their superhuman status as heroes, that encouraged such 
active identification and emulation. It was also facilitated by the practice of the skolia, where 
conscious role-playing took place, appropriate for a sympotic context of wine-drinking and 
pederasty. 
 Such explicit physical emulation and role-playing within the context of the society on 
various levels of the public and private spheres, heavily nuance the way in which the Tyrannicide 
group was perceived. The visual perception of the statue group cannot be an isolated 
phenomenon divorced from all the cognitive processes that occur in the collective memory of the 
society, colored with the cultural and political experience of the daily lives of the individuals that 
inhabit it. The embodied viewer, experiencing an array of bodily or mental processes at the 
moment of perception, within the complex web of spatial and temporal relationship between the 
viewer and the sculpture, produces a spectrum of meaning and multitudinous significance. 
Moreover, the complex processes of participatory actions vis-à-vis the artwork—emulation, 
reenactment, identification, subjugation, as well as distancing—constantly reproduce meaning in 
the present (moment or duration of the perception), by channeling the past event (historical act) 
toward a future promise (lasting ideology), recalling the triple-folding of temporality in 
performing the Harmodios-skolia. Engaging the viewer in this fashion has never been an aspect 
of Archaic art. It is thus proposed that what the progressivist historians termed the “Greek 





2.4 The Marathon Painting in the Stoa Poikile 
 The Stoa Poikile, or the Painted Stoa, located on the northern border of the Athenian 
Agora just beyond the Panathenaic Way, was thus named for the series of famous panel paintings 
it once housed.182 It is also known for giving name to a group of philosophers who taught there: 
the Stoics. Dated to about 470-460 BCE, the Stoa Poikile, unlike other buildings of the period 
that housed monumental painting programs—e.g., the Theseion in Athens or the Shrine of the 
Warlike Athena in Plataea—was a completely secular commission, whose construction was most 
likely instigated by Kimon’s brother-in-law Peisianax.183 Hence the sources tell us that it was 
originally called “Peisianaktios” and was likely financed by the spoils from Kimon’s campaigns 
against the Persians.184 This may eventually align with the Stoa’s unique feature, which cannot 
be found in either the Theseion, the Shrine of Warlike Athena, or even the Knidian Lesche at 
Delphi (also a non-religious structure): a monumental painting of an actual historical battle, that 
of Marathon, barely a generation removed from its creation.  
 As is the eventual fate shared by all Ancient Greek monumental paintings, those that 
were housed in the Stoa Poikile do not survive in physical form. The main literary evidence for 
the paintings comes from none other than Pausanias (1.15.2-3); naturally, the majority of studies 
on the paintings are dedicated to the impossible task of reconstructing them in some visual form, 
whether it is conjecturing their placing in the building, or visualizing the actual paintings 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
182 See Shear 1984 and Camp 1986 for the excavations of the Stoa. 
183 For the dating of the Stoa, see Camp 1986, 64-72; Shear 1984, 13-17; see also, Meritt 1970. 
184 Castriota 1992, 76; Plutarch, Kimon 4.5; scholiast on Demosthenes, 2.112; Diogenes Laertius, 7.1.5. 
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themselves. But much unlike the periegete’s detailed description of the Knidian Lesche, his 
words about the artistic program at the Stoa Poikile are frustratingly minimal and riddled with a 
few key uncertainties. Given the complete absence of any direct visual evidence, scholars have 
thus far illuminated a surprising number of possibilities through a patchwork of later visual 
comparanda that may relate to the paintings, scattered literary sources other than Pausanias, as 
well as circumstantial detective work.185 Of these, two interesting solutions stand out for entirely 
different reasons: the somewhat notorious solution of E.D. Francis and Michael Vickers, and the 
more recent efforts by Mark Stansbury-O’Donnell.186  
 Francis and Vickers’ radical proposal ascribes a weighty blunder to Pausanias, far from 
being regarded favorably by diehard adherents of the periegete, but it still has the undeniable 
advantage of being conceptually aesthetic while sidestepping some of the core problems. 
Moreover, entertaining the possibility of their solution has unique and interesting consequences 
for the present project centered on the phenomenology of its reception. Meanwhile, Stansbury-
O’Donnell’s reconstruction of the Stoa’s program has the distinct advantage of taking the 
physical remains of the Stoa Poikile into account for the first time, while supporting Jeremy 
Taylor’s more conservative solution that requires the least amount of reinterpretation of 
Pausanias. 187  In the following, these two scenarios will be examined independently, 
reconstructing their respective relationships with the contemporary viewer. The chapter 
concludes with a theoretical evaluation of the Stoa Poikile painting program’s unique position in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
185 See in particular, Robert 1895; Boersma 1970, 56; Harrison 1972; Hölscher 1973, 50-68; Bollansée 1981, 93. 
186 Francis and Vickers 1985b; Stansbury-O’Donnell 2005. 
187 Taylor 1998. 
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the history of Greek art, reflecting on its potential impact in the context of a new temporality 
especially in relationship to other literary genres of historical representation.   
 
2.4.1 Reconstruction of Francis and Vickers: Fallible Pausanias  
 Pausanias’ description (1.15.2-3) of the four paintings in the Stoa Poikile is generally 
believed to be in the sequence in which he saw them. Given that the passage follows his 
description of the Hephaisteion and other structures on the northwest side of the Agora, it is most 
likely therefore, that when he reentered the Agora proper and entered the Stoa, he must have 
done so from the west end of the colonnade.188 Once inside the building, Pausanias then delivers 
us presumably in sequence from left to right: first a “Battle of Argive Oinoe,” in which the 
Spartans and Athenians are lining up for battle, then the “Athenians and Theseus fighting with 
the Amazons.” This is followed by the “Greeks when they have taken Troy,” and finally the full-
on “Battle of Marathon.” The Marathon painting is described in most detail, the other paintings 
getting only cursory treatment. It is commonly accepted that these were four separate paintings 
on wooden panels, especially from Bishop Synesios’s claim that the "boards" were removed 
some time in 400 CE.189 Thus, the relative ease with which modifications or additions to the 
original painting program could have been carried out before Pausanias’ eyewitness account adds 
additional complications to its reconstruction. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
188 Stansbury-O’donnell 2005, 74; Pollitt 1990, 143-44. 
189 Synesios, Epist., 54; see also Wycherly 42, no.89 (Sopratos 340ff).  
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 It is clear that Pausanias took the four paintings as a series, designating the Battle of 
Marathon as the ‘last’ (τελευταῖον), and the special treatment given to the description of its 
details give us an impression that it was the main culmination of the series as a whole. It is, 
however, the ‘first’ painting, the so-called “Battle of Argive Oinoe", that still remains one of the 
most difficult conundrums of Classical history despite the decades of scholarly attention given to 
this matter. This “shadowy” event in history, of Athenians battling the Spartans in Argive 
territory, if it ever existed, is never mentioned in any literary sources outside of Pausanias. The 
only other place we encounter it is again through Pausanias (10.10.4), when he describes a 
dedication by the Argives at Delphi with the spoils from this victory, statues of the Seven against 
Thebes, as well as the statues of the Epigonoi (or so he thinks). For the Argive dedication at 
Delphi, it is thought that Pausanias has presumably noted from a dedicatory inscription, naming 
the two artists Hypatadoros and Aristogeiton. Pausanias notes: “as Argives themselves say” the 
dedication was made from the spoils of victory, which “they themselves and the allies from the 
Athenians won against the Lakedaimonians at Argive Oinoe.”190 But even this corroboration 
rests solely on Pausanias, which leaves enough room for the skeptics to “explain away” this 
otherwise unknown event (or non-event) in the canonical accounts of history. “To take Pausanias 
at his word, therefore, is not an option without difficulties,” writes Jeremy Taylor, assessing the 
skepticism of the Cambridge Ancient History as justified: “The battle of Oinoe is not easy to 
believe in.”191 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
190 Taylor 1998, 226, n.8.  
191 Taylor 1998, 224; Cambridge Ancient History V 117 n.77. 
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 Few historical conundrums have produce as many solutions as there have been attempts, 
but the case of Oinoe painting is certainly one of them. Even if one takes Pausanias’ account in 
the most transparent manner, by assuming that there was at least a skirmish between the 
Athenians and the Spartans at the Argive Oinoe during the Pentecontaetia, which has been since 
forgotten, there are a few major "hurdles" to overcome: 1) We must explain how hostilities 
against Sparta could have been openly depicted on a Kimonian monument, given Kimon’s overt 
pro-Spartan policies;192 2) Such a recent battle in history being depicted would run “counter to 
contemporary standards of sophrosyne”;193 and 3) even so, one must explain how such a 
relatively obscure event could have made it to the ranks of the “glories of Athens,” since the 
latter three—Amazons’ invasion of Athens, Sack of Troy, and the Battle of Marathon—became 
part of the repertoire of the heroic deeds, or the “catalogue of exploits”, so routinely praised in 
later fifth century and fourth century funeral orations. 
 The various solutions to Oinoe tackle one or more of these hurdles at the expense of, to a 
larger or lesser degree, Pausanias’ reliability. But very few manage to overcome all three at the 
same time. The first hurdle is overcome by down-dating the Oinoe painting to after Kimon’s 
ostracism in 462 BCE. This down dating may situate the painting within the narrow 
chronological window (before the 451 BCE treatise between Athens and Sparta) that allows it to 
be still part of the original program, and this seems to be the least path of resistance towards 
Pausanias.194 And yet, it may still yet be pushed further down to the Peloponnesian war (but at a 
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different Oinoe between the Attic-Boeotian border, a minor infraction on the part of Pausanias), 
in which case it would be considered a later addition or modification to the original Kimonian 
program. This latter solution was proposed by Taylor and rearticulated by Stansbury-O’Donnell, 
and will be reviewed in the next section. But interestingly enough, the former solution has been 
surprisingly unpopular, even with archaeological corroboration of the sculptors of the Argive 
dedication at Delphi, being active some time in the 450s.195 It seems as if the second and third 
hurdles still loom too large for this to be plausible, let alone the absence of the Argive forces in 
the painting’s description.  
 The second hurdle is a significant point of interest for the current project that claims its 
counterpoint. There indeed seems to be a very high resistance amongst scholars of Greek art 
towards allowing the possibility of a contemporary event to be represented, and was used 
repeatedly as an excuse to reject certain solutions for the Oinoe problem. It is clear that there is 
more than simple logic behind this aversion bordering on psychological resistance; at times it is 
even acknowledged, while rejecting its possibility, that “contemporary events in monument lacks 
precedent in Greek art, but it is arbitrary to assert that this cannot have been the painting's 
subject matter simply because it is unique. Nevertheless…”196 There have even been several 
attempts at a mythological reading of the Oinoe painting, reaching all they way back to mid-19th 
century, craftily explaining away the problem of contemporaneity.197 But in many other ways 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
impossible after Ephialtes’ reforms (Meiggs 1963, 44); it is often assumed that the paintings were intended for the 
Stoa from the beginning (Stansbury-Odonnell 2005, 74). 
195 Jeffrey 1965, 49. 
196 Francis and Vickers 1985b, 101. 
197 Schäefer 1873, 43ff., 57ff. 
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these mythological readings are highly unconvincing; not least is the fact of attributing to 
Pausanias the most significant infraction, simply in the name of sophrosyne.198  
 Overcoming the third hurdle is, in many ways, the most difficult feat and herein lays the 
success and failure of the proposed solutions. A convincing account must be made for why the 
proposed event, considered important enough to be commemorated side by side with the 
canonical mythological battles and that of Marathon in one moment in history, fell into complete 
obscurity in the next. The two solutions reviewed here stand out for doing so exceptionally well, 
even if one of them makes the problem simply obsolete by denying its existence altogether. And 
finally, there is a very curious anomaly in the description of Pausanias—if we consider it a battle 
scene—that had not been sufficiently accounted for before the solutions proposed below. 
Pausanias devotes one sentence and one sentence only to describing the Oinoe painting that 
caused volumes of exegesis in the recent decades; it must have been the one key feature of the 
painting that he even bothered to convey. He relays that “it is not the event when it has already 
reached the height of the struggle or the display of brave deeds which has been painted, but the 
beginning of a battle and the participants as they are still coming to grips.”199 It is clear that 
Pausanias himself had thought it unusual, and singled it out as the most salient visual feature that 
was worthy of conveying. If one is consistent about relying on visual precedents, an attempt to 
locate large-scale battle imagery before the opponents are fully engaged may prove to be highly 
unrewarding. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
198 See for example Jeffery 1968, on his reading of the scene as Theseus leading Athenians to recover the bodies of 
the Seven killed before Thebes. 
199 Taylor 1998, 241(Appendix); translation of Jeffery (1965, 47): “Athenians arrayed in Argive Oinoe against 
Lacedaemonians. The battle has been painted not at the height of the struggle nor when things have got to the 
displays of individual prowess, but at the beginning, and the men still in process of coming together.”   
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 Francis and Vickers, in their second attempt to make sense of the Oinoe painting, propose 
to do away with a historically obscure battle altogether, and consider the painting as part of the 
narrative of, or a “prequel” to the Battle of Marathon itself.200 But they do so at the expense of 
Pausanias on several accounts: 1) that he mistook the Marathonian Oinoe for the Argive Oinoe, 
2) that he mistook Plateans for Spartans, and 3) that he mistook the soldiers joining forces for an 
imminent battle between them. While there is plenty of room for dispute on all accounts, the 
authors manage to explain all three “blunders” of Pausanias in a sufficiently plausible manner, 
and at the same time, effectively skirt around all three “hurdles” that have plagued every prior 
attempt to solve the Oinoe problem. The issues of dating, contemporaneity, and historicity are no 
longer problematic, with the added advantage of the elegance in seeing everything as part of a 
unified original program. For these reasons, despite the polemic nature of its reception, their 
somewhat unexpected solution was received quite enthusiastically by some, resulting in its 
assessment as “the only recent theory to have won support,” making it into third edition of the 
Oxford Classical Dictionary “under ‘Stoa Poicile’ as an alternative to the conventional 
interpretation of the painting.”201  
 A notable strength of Francis and Vickers’ solution is making one of the most convincing 
case for the curious compositional feature that Pausanias relates; that the participants of the battle 
are “still in the process of coming together.” There is simply no plausible explanation for 
representing an actual battle in this way, and many have provided unsatisfactory hand-waving 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
200 Francis and Vickers 1985b; Interestingly, it was their first proposal (Francis and Vickers 1985a), the idea of a 
“skirmish” at the Argive Oinoe during the beginning of the Peloponnesian War, that was eventually picked up by 
Taylor 1998. 
201 Taylor 1998, 224, n.6; see also Castriota 1992, 78-9; Hornblower 1991, 32-3. 
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arguments as they see fit.202 Francis and Vickers note that the use of τεταγµένους and ἐναντία 
signifies no more than that the Athenians are ‘drawn up in battle array’ and ‘facing’ the second 
force (Lacaedamonians, according to Pausanias).203 And this would indeed make perfect sense if 
the subject matter was actually the "joining of the military forces" and not an actual battle.204  
 The importance of the Plataean forces' arrival when the Athenians were camped at the 
nearby Shrine of Herakles, before they marched into battle together, is made amply clear in 
connection with the very decision to fight. It is Miltiades who takes the center of the stage in the 
account of Herodotus (6.108-110). Only after the Athenians were joined by the Plateans, "who 
came to support them with every available man," Miltiades, through forceful action and speech, 
convinces Callimachus, whose decisive vote overturned the prevailing "faint-hearted policy" of 
commanding generals, who did not want to risk a battle "on the ground that the Athenian force 
was too small to stand a chance of success" (6.109).205 Francis and Vickers' perspective on 
Herodotus, following Evelyn Harrison's suggestion that the historian was directly drawing upon 
the Marathon paintings as his source material 40 years after the event, may indeed be too 
literal;206 However, there is no reason to reject the notion that the prevailing canonical narrative 
of the events that led up to Marathon was both represented in the visual and literary accounts, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
202 Noted as early as Robert 1895, who compares it to the Chigi Vase, a small protocorinthian decorative olpe 
predating the Stoa at least two centuries, and in itself showing exceptional iconography, is not sufficient.  
203 Francis and Vickers 1985b,103. 
204 Francis and Vickers 1985b, 16, refers to Pausanias (5.18.6-8), who explicitly acknowledges his and his guide's 
confusion about what may be a similar representation on the Chest of Cypselus at Olympia, being unclear about 
"whether the two groups of soldiers are about to attack or to greet each other." 
205 See also Shrimpton 1980, 25-6, who argues that it was Miltiades' persuasion of the new arrivals from Plataea, 
more than Callimachus' decisive vote alone that won the voting majority for his strategy. 
206 Harrison 1972. 
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respectively. 207  If Francis and Vickers' reconstruction is correct, and the Oinoe painting 
represented the decisive joining of forces that crystalized the decision to engage in battle, then 
this would befit the overall program of glorifying Miltiades' acheivements, and his various 
involvements in the Marathon episode.208  
 The thornier issues of the first two blunders of Pausanias, though not entirely convincing, 
is explained in terms of the power of visual and conceptual association, cleverly construed 
through a series of mistakes. These misunderstandings have to do with the later monuments in 
and around the Stoa (such as the shields from Skyonia and Sphacteria) as well as the name 
"Oinoe" from the Argive dedication in Delphi. Moreover, confusing the Boeotian-hat wearing 
Plateans, which he clearly did identify in the Marathon painting, with the Spartans, even if the 
latter also wore hats and the paintings were executed by different artists, is still problematic to 
say the least.  
 As for the reconstruction of the physical location of the paintings, Francis and Vickers is 
significantly less adventurous, as they fall back on the most conceptually elegant solution of 
placing all four paintings against the back wall. The three-sided walls in the Stoa Poikile, once 
the direction and order of the paintings are determined by the reading of Pausanias, provide only 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
207 The favorite opening quote by many Herodotean scholars, "Everyone knows that Herodotus' narrative of 
Marathon will not do…" (Gomme 1952, 77), has prompted an ongoing reevaluation of Herodotus' historical 
accuracy with regards to the Battle of Marathon (see also, Evans 1993). The truth-claim of the historian is too vast a 
subject to touch upon here, and to a large extent, irrelevant to the goal of the current study. 
208 That Miltiades, or any individual, is not "singled out" on the Oinoe painting is more than likely from Pausanias' 
short account. Francis and Vickers 1985b, 106, however, adopts the view that Miltiades would have been depicted, 
but not named, following Aeschines' remarks that Miltiades' name was not inscribed (Aeschin., In Ctes. 186). In 
addition, they evoke the fact that the paintings were executed by different artists, which presumably made the 
correspondence between the Oinoe and the Marathon panel visually difficult for Pausanias. 
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a few alternatives, all of which have been proposed numerous times.209 In the absence of any 
direct archaeological evidence, the verdict rests on how exactly one interprets Pausanias' 
prepositional phrases. Francis and Vickers adopt the idea that first (πρῶτα µέν, 1.15.1) there is 
the Oinoe painting, and at the last (τελευταῖον δέ) comes the Marathon painting, while he saw 
the two mythological paintings "in the middle of the wall" (ἐν δὲ τῷ µέσῳ τῶν τοίχων, 1.15.2). 
Hence all four paintings mounted on the back wall, will have been presented as a unified, 
coherent series, very much in the spirit of Pausanias' repeated treatment of the paintings as a 
singular entity. 
 The important consequence of Francis and Vickers' reconstruction is that it turns the 
entire building into something of a momument dedicated entirely to the Battle of Marathon. 
Instead of regarding the Marathon painting as one of four unrelated, different paintings 
paratactically arranged, the entire "program" becomes one that is a larger Marathonian narrative 
"surounding the most relevant mythological analogues."210 This seems to resonate with the idea 
attested in numerous sources, that the main attraction of the Stoa was indeed the Battle of 
Marathon. While the Amazonomachy and Ilioupersis are not entirely forgotten, many refer to the 
Stoa as if only housing the Marathon painting; Lucian in 2nd century CE, for example, speaking 
through the voice of Zeus, who is horrified at Herakles' idea to shake the Stoa Poikile to bring it 
down on Damis, condemns it as boorish and "Boeotian", since it would bring down so many for 
one bad man, including Marathon, Miltiades and Kynegeiros (He also adds that if the Marathon 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
209 See Stansbury-O'Donnell 2005, 85, n.10, and references therein.  
210 Castriota 1990, 79. 
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painting should be destroyed, the orators would lose their favorite topic!).211 Aeschines, writing 
in 4th century BCE was no exception; when he mentions the Stoa Poikile and all the great deads 
set up in the agora, he responds to his own rhetorical question, "what am I speaking of? The 
battle of Marathon is depicted there."212  
Despite the lack of visual precedents of dividing up the narrative in this manner, with 
mythological pendants inserted in between, the resulting impact on both its political significance 
and its relationship with the viewer is much too significant to simply let pass. It should not be 
forgotten that monumental panel painting in itself was a novel form and in many ways a new 
experiment that did not survive past the fifth-century.213 The prospect of using the relative 
versatility of moveable panels to its fullest potential in order to carry out a painted progam that 
unified space and time in a novel manner, may have encouraged bolder experiments than modern 
scholarship is willing to credit them with; after all a large-scale official depiction of a historical 
battle was a jarring novelty in itself. Moreover, as we shall see especially in Chapter 4, already 
by the late 6th and early 5th century BCE, vase painters were treating the topology of the vases 
in innovative ways, showing unprecedented degree of sophistication in the temporal and spatial 
awareness of their medium.  
Therefore, if we accept Francis and Vickers' reconstruction, the Athenian viewers would 
have seen a series of four paintings on equal footing along the entire length of the back wall 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
211 Lucian, Iuppiter Tragoedus, 15,16, 32. 
212 Aeschin., In Ctes. 186. 
213 See Pemberton 1989, for associating the beginning of monumental panel painting with the Kimonian program of 
building decorations. 
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spanning close to 40 meters. The relative scale of the paintings is not an easy problem to solve, 
given the paucity of direct evidence; the strength of Stansbury-O'Donnell's reconstruction 
reviewed below lies precisely in considering the physical scale of the paintings in relation to the 
scale of the building, whilst also taking into account what we learn from other large-scale 
Kimonian paintings. Francis and Vickers, however, opts for the most straightforward solution of 
regarding the four paintings as equal in scale, although it would be equally likely to assume 
otherwise, especially by giving the Marathonian battle painting more length following the logic 
of Stansbury-O'Donnell.214 What is clear, however, is that whatever their relative lengths, their 
heights must have been more or less equal, an estimate of up to 3 meters tall, which would have 
been twice as tall as the height of an average viewer. Given that the dado would have left some 
margin from the floor level, about 1m, the paintings could have reached as much as 4 meters, or 
13 feet, in height. There is absolutely no doubt that it was an exceptionally impressive sight, 
especially given that the average Athenian would have had no prior experience that is equivalent 
to the paintings in the Stoa Poikile—large-scale life-like figural narratives available to them at 
eye-level—especially before other painted Kimonian monuments, all built within the years 
around the decade of 460s.  
The large-scale format alone, of a narrative painting with multiple figures and actions on 
several different ground-levels that we have come to associate as a character of Polygnotan 
painting, would have largely sufficed to overwhelm the average viewer. But here, unlike any 
contemporary painted imagery, was something completely unique: a historical battle, not a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
214 For a more detailed discussion of the dimension of the building and the paintings, see the following section, 
which discusses Stansbury-O'Donnell's solution. 
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generation removed from the event itself, still fresh in many an Athenian's memory, especially as 
the ongoing struggle with the Persians was far from concluded. A thirteen year old ephebe in 490 
BCE, for example, who might have lost his father at Marathon, would have been just old enough 
to fight under Kimon himself, participating in the sack of Eion in 477; perhaps, he had literally 
just returned to Athens from one of Kimon's campaigns in the 460s, as at this time he would have 
been no older than about 38. And here it was, in the brand-new celebrated Stoa, where Miltiades 
himself had come to life, leading the troops with his very own father included, on the plains of 
Marathon, engaging the Persians with valor, as he himself had done fortnight ago elsewhere.  
 Because of the physical juxtaposition of the Battle of Marathon with the Amazonomachy 
and the taking of Troy, as well as the gods and heroes (Marathon, Theseus, Athena and Herakles, 
according to Pausanias) inhabiting the painting itself, scholars have never hesitated to read a 
mythical paradigm in conjunction with the historic battle. The consensus is that the Battle of 
Marathon, through the process of repeated commemoration and of forging a persistent analogy to 
mythical precedents, by two or three decades later, was practically elevated to a timeless epic 
deed; that the event was distanced from historical or personal memory, and that it had practically 
joined the ranks of the spatium mythicum. Indeed there is evidence for its long-lasting 
mythologization that continued well past antiquity, and the importance of the "mythohistorical" 
status that Marathon came to achieve, which started to crystalize with Kimonian propaganda, is 
surely undeniable. 215  But owing to this concerted focus by modern scholarship on the 
phenomenon of mythohistory, encouraged no doubt by its divergence from modern 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
215 See Gehrke 2007, for post-classical mythologizing of Marathon, as "intentional history." 
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historiography, there has been very little effort to understand its more obvious facet since 
Hölscher's 1973 treatise on Historienbilder. This is of course the irreversible impact of a 
relatively recent historical event commemorated visually on large-scale—for the first time—and 
its narrative unfolding in the present time of the viewer. Going beyond the simple fact that 
'actuality' was portrayed, more importantly, it was the depicted event's chronological proximity 
to the time of its production that allowed the viewer to 'activate' in real-time his or her personal 
memory, be it physical or psychological. 
The solution of Francis and Vickers would have book-ended the mythological panels 
with the "before" and "after" of historical battle, effectively making the entire experience about 
the historical Battle of Marathon. The Amazonomachy, with the hero Theseus standing out 
amongst their Athenian ancestors, and judgment of Aias by the council in the aftermath of the 
Trojan War, would then stand as a bona fide "flashback" to their distant past, reminding the 
viewers of their valiant ancestral tradition.216 Thus a form of narrative delay is at work here 
(discussed in detail in Chapter 4), so effectively used by the contemporaneous literary and 
dramatic tradition, in order to achieve the feeling of suspense; the viewer would be held 
temporarily deprived of the causally connected outcome of the Oinoe panel until he or she 
encounters the last panel of the battle itself taking place at Marathon. It is also noted that the 
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1965, 45-46, and Castriota 1992, 76-78 for reading the mythological panels as direct analogue to Kimon's 
campaigns). 
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Amazonomachy featuring Theseus temporally precedes the sack of Troy, in whose aftermath the 
hero's sons, Akamas and Demophon, played a significant role.217    
Precedents of such a narrative structure—framing mythological or epic tradition with 
scenes of actuality—may be difficult to locate in the visual tradition.218 It is, however, the 
characteristic paradigm of the epinician ode, as noted in passing by the authors themselves, 
extoling the virtues of aristocratic athletic victors, by "digressing upon the character and deeds of 
mythic predecessors."219 Pindar's Pythian VI provides the perfect literary analogy to the narrative 
structure of Francis and Vickers' solution, celebrating Thrasyboulos' victory in the chariot race, 
and the honor that he brought to his father's house, by way of the mythical analogy of old 
Nestor's son at Troy. Pindar starts with an introduction announcing the present honors bestowed 
upon Thrasybolous:220 
"The front shines in the clear air / Thrasyboulos, on your father announcing / for you and 
yours the pride / of a chariot victory in the folds of Krisa— / a tale to run on the lips of 
men." 
 Then comes the epic detour of Antilochos' bravery, who saved his father Nestor, by sacrificing 
his own life, closing the mythic anecdote with: 
"And of those who lived long ago men judged him / pre-eminent among the youth for 
devotion / to whose who begot them, for that terrible deed." 
Then the poet brings us back to the present, reminding us of our real object of adulation: 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
217 Francis and Vickers 1985b, 107. 
218 This constitutes one of the main criticisms of the solution by Stansbury-O'Donnell 2005. 
219 Castriota 1992, 4. 
220 Trans. R. Lattimore (1947). 
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"All that is past. / Of men living now, Thrasyboulos / comes beyond others to the mark in 
his father's eyes…. / The blossom of youth he carries is nothing violent, / but wise in the 
devious ways of the Muses…" 
This narrative structure format of "present—(mythological) past—present" explicitly resonates 
with the structure of the Stoa paintings, if we follow Francis and Vickers reconstruction. While 
this can, once again, be taken as proof for distancing the historical presentness of the Marathon 
painting, by way of mythical analogy, I propose a reading that claims the reverse: through the 
indexical nature of the historic representation of Marathon, the mythological battles framed 
between are brought down to reality, made into a vivid display before the viewer, at the present 
moment of perception, and relived in a complex web of visual and physical memory, association, 
and assimilation. Even if half of Pythian VI is devoted to the mythic story of Antilochos, the 
clear focus of the ode rests primarily on Thrasyboulos, especially by the explicit statement, "All 
that is past. Of men living now, Thrasyboulos…" Analogously, commemorating the Battle of 
Marathon in this way, by a canonical detour of paying "lip-service" to the looming epic tradition, 
only adds to the multifaceted way in which it honored the historical present, to an unprecedented 
degree. It is no accident that the Marathon painting was by far the "most celebrated painting in 
the city," while we hear about the Polygnotan Illioupersis or Mikon's Amazonomachy so 
infrequently in comparison.  
Moreover, one must not forget ultimately that a visual experience is fundamentally 
different and physiologically more complex than a literary one, even with the latter's oratory or 
performative aspect. The vividness with which the large-scale paintings would have allowed the 
viewers to immerse themselves in the visual experience in real time, while moving through the 
space physically, fundamentally differentiates the meaning of this experience vis-à-vis one's own 
bodily perceptions. First of all, Pliny, among others, recounts that the painting was executed to 
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such perfection that the generals on both sides, including Miltiades, were painted in true 
likenesses of the individuals; Plutarch tells us that Polygnotos, in the Illioupersis panel, depicted 
Priam's daughter in the likeness of Kimon's sister Elpinike, who was also the painter's 
mistress.221 Regardless of the extent to which we take such accounts literally, it is an indication 
that the act of visual perception and visual identification brings the experience of the paintings, 
even the mythological ones, right down to the present moment.  
Secondly, we must take into account the physical aspect of the experience within the 
setting of the Stoa, which was oriented so that it situated the viewer of the paintings to be facing 
north, towards the actual geographical site of Marathon. This would have made the experience of 
viewing the painting and conceptually locating the physical setting of the event to concur, 
creating an uncanny correspondence in the viewer's mind at the moment of the viewing. 
Moreover, the Marathonian Oinoe, geographically situated to the west of the Marathonian plain, 
would also concur with the arrangement of the painted panels themselves: Oinoe on the west-
most position on the wall and the battle painting on the east-most position. Even the 
mythological panels seem to concur, where the western, Athenian Amazonomachy and eastern, 
Illioupersis were oriented appropriately towards west and east, respectively. Finally, when we 
come to the last panel of the battle itself, its innovative narrative structure, already well analyzed 
by Stansbury-O'Donnell, epitomizes even further the spatio-temporal unity of the viewing 
experience. Designated with the label "progressive narrative" by Stansbury-O'Donnell, the 
Marathon painting is known to have depicted three different moments of the narrative as it 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
221 Pliny, Nat. Hist., 35.57; Plutarch, Kimon, 4.5. 
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happened in three different locations.222 According to Pausanias, the "beginning of the fight" is 
shown as an "equal match," presumably at the beginning of the plain of Marathon, then comes 
the center of the battle, "where barbarians are fleeing and pushing one another into the marsh," 
and finally we come to the "borders of the painting," where the Phoenician ships were depicted 
and the "Greeks slaying the barbarians who are climbing into them." (1.15.2-3). These three parts 
that were happening in temporal progression also correspond to the change in the spatial context 
of the action, from the plain to the marshes to the shore. Thus the spatio-temporal structure of the 
event is represented to concur with the spatio-temporal action of the viewer, who experiences the 
story from beginning to end, as he walks along the painting from the west side of the Stoa to its 
eastern-most end. There is no doubt given the scale of the painting that one had to walk along the 
painting to take in the full narrative. And by doing so the viewer reenacts the events as they 
occurred, also, uncannily echoing the geographical layout of the Marathonian battlefield, from 
the western plains to the eastern marshes and the shoreline beyond. And imagine what it would 
have felt like for someone who had living memory of the battle itself. There is no doubt that still 
a significant number of the eyewitnesses or participants of the actual battle, which amounted to 
at least 9,000 in ancient reckoning, if they survived the battle, would have been still living at the 
time of the Stoa's construction.223 
There has been a recent intriguing study that highlights another related function of the 
Stoa Poikile, by virtue of its architectural structure being completely open onto the Agora on the 
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223 Plutarch, Moralia 305 B; Pausanias 10.20; modern scholarship, however, often claims that this number may be 
understated, especially in relation to that of the Persians, in order to further glorify their valorous feat. 
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south side. Samantha Martin-Mcauliffe and John Papadopoulos discuss the visual impact of the 
relative locations of the various monuments on the Acropolis and the Agora, and how 
architectural features "framed" the various vistas or sightlines that had to do with symbols of 
victory in the later fifth-century.224 During the decade of the 460s BCE, however, neither the 
Parthenon nor the Propylaea would have been built. But the ruins of the Acropolis and the 
colossal statue of Athena Promachos by Pheidias erected shortly thereafter would have been an 
impressive visual backdrop, framed by the colonnade of the Stoa for anyone who was standing 
inside.225 This would have been a powerful symbolic message that reinforced the importance and 
the glory of Marathon, especially if we were to take Pausanias' testimony to heart that the 
Promachos statue was erected from the spoils of Marathon.226 The colossus, whose spear-tip and 
helmet-crest could be seen from the sea by those who were sailing in from Sounion, would have 
shown to rise above from the ruins of the Acropolis, which stood witness to the incorrigible 
hubris of the Persians—and her towering figure would have been a testament to the eventual 
Greek victory as a direct result of the first successful retaliation at Marathon. 
The entire Stoa, in this manner, thus turns itself into something of a theatrical frame, 
which supported an elaborate visual program that interfaced spatially with its surroundings and 
temporally with the memory of the historical battle of Marathon. While the south side would 
have acted as a literal window to the ruins of the Acropolis and the towering figure of Athena 
Promachos as a symbolic reference to Marathon, the north side provided an equally impressive 
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225 C.f., Martin-Mcauliffe and Papadopoulos 2012, 350, Fig. 19. 
226 Paus. 1.28.2; see also Lundgreen 1997, on the evidence for the statue of Athena Promachos. 
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pictorial window to the narrative of the battle itself, oriented geographically towards the actual 
location of Marathon. A true monument to the glory of Marathon, the Poikile was thus a stage on 
which the narrative of the historical battle would presently unfold in front of the viewer with a 
unified spatio-temporal experience that emulated the real event as it happened in the past. It 
would have been as if one was looking into a window onto the physical location of Marathon in 
the year 490 BCE, and seeing the events that unfolded in sequence from left to right (or from 
west to east). Meanwhile, towards the viewer's back would have been the panoramic vista 
framed by the Stoa's columns, of the resulting glory of Marathon, as is shown in their present 
day. In short, the Athenian viewer inside the Stoa Poikile, would have stood at the very nexus of 
a pictorial window to the past, and a literal window to its aftermath, relived in the present 
moment of perceiving and activating one's own, and by then, the collective memory of the 
society. 
 
2.4.2  Reconstruction of Stansbury-O'Donnell: The Triumph of Presentism 
The most salient feature of Stansbury-O'Donnell's reconstruction, which differs from that 
of Francis and Vickers, is that the former does not see the Oinoe painting as part of the original 
Kimonian program, but rather, a later addition after the beginnings of the Peloponnesian War, 
and concurrent with the dedication of the shields. Pausanias mentions at the very end of his 
account of the paintings, that "In the Poikile are deposited bronze shields. On some is an 
inscription saying that they were taken from the Skionians and their auxiliaries; others, speared 
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with pitch to protect them from the ravages of time and rust, are said to be the shields of the 
Lacedaemonians who were captured at the island of Sphakteria."227 The Athenian victories 
during the Archidamian War at Sphakteria and Skione, are dated to 425 and 421 BCE 
respectively.  
Stansbury-O'Donnell follows the hypothesis of Jeremy Taylor, who proposed that the so-
called Battle of Oinoe depicted in the Stoa was not in the Argive territory during the first war and 
Argive-Athenian alliance against Sparta, but at the better known Oinoe on the Boiotian-Attic 
border in 431 BCE, at the very beginning of the Archidamian War.228 While the Athenians 
successfully defended it against the Spartans at that time, Oinoe was eventually lost in 411, 
making the dedication of the shields, and the addition of the Oinoe painting to have had to occur 
somewhere between the decade of 421-411 BCE.  
The strength of Stansbury-O'Donnell's reconstruction is his consideration of the physical 
scale of both the paintings and their settings. Through his unique insight from previous 
experiences of reconstructing other Kimonian paintings, he takes multiple factors of scale and 
composition into account, using the physical dimensions and the structure of the building to 
come up with a plausible model for their placements. Due to the attention given by Pausanias to 
describing the tri-partite narrative structure of the Marathon painting, Stansbury-O'Donnell 
concludes that it must have been at least twice as long as the two mythological paintings. In 
addition, unlike Francis and Vickers who took Pausanias' prepositional phrase before the 
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228 Stansbury-O'Donnell 2005; Taylor 1998. 
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Amazonomachy, ἐν δὲ τῷ µέσῳ τῶν τοίχων (1.15.2), to mean "in the middle of the wall", 
Stansbury-O'Donnell takes it to mean "on the central wall", and notes that it concurs with a 
"change in direction" from other parts of Pausanias. His model for the paintings' physical 
dimensions also support the Oinoe painting being separated on the west-end wall, and the three 
paintings that was part of the original program to have been on the north wall.229 
Taylor's proposal scores relatively well with the "hurdles" of the Oinoe problem, 
especially the first (anti-Spartan character) and the third (historicity). By removing the painting 
from the original Kimonian program, the anti-Spartan problem becomes moot; it also alleviates 
the pressure of having to explain why such an obscure battle became part of the painted 
repertoire of the original program. Taylor nevertheless succeeds in convincingly explaining not 
only why it was deemed worthy of joining the original program featuring the impressive 
mythological and mythohistorical feats, but also why it might have faded from historical 
memory. He does so by including the Spartan-Athenian encounter at Oinoe as part of a long 
"obsessive" list of triumphs against invasions and threats towards Attica. By compiling a 
catalogue of "invasions" to Attica seen in Herodotos' Histories, Taylor makes the case that there 
was a demonstrable importance attached the very idea of defending their own territory against 
hostile forces: from the mythological accounts that starts with the Heraclidae (9.27.2) and the 
Amazon invasion to Athens (9.27.4), to the historical accounts, such as the Persian landing at 
Marathon (book 6 passim), the seizure of the Acropolis by Xerxes, and then by Mardonius—the 
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latter two carefully distinguished by the ten months that intervened (9.3.2)—as well as the 
regular invasions of the Archidamian War (9.73.3).230  
Following Taylor's proposal, the Athenians' initial successful defense against the Spartans 
invading Attic territory would have indeed stood as a pendant to the glory of their forefathers 
two generations ago, who did the same at Marathon against the invading Persians, let alone to 
their mythical ancestors as it was seen in Mikon's Amazonomachy. Stansbury-O'Donnell's 
reconstruction of the Oinoe painting on the west-end wall, and the shield trophies from 
Sphakteria and Skione on the east-end, becomes thus another layer of framing the mytho-
historical program centered on Marathon, with a much more recent historical event: "the initial 
encounter of the Archidamian War [Oinoe painting] against the tangible results of its conclusion 
[shields]."231 But as the saying goes, that history is written by victors, Athen's ultimate loss in the 
Peloponnesian War would have indeed made "the painting and the shield somewhat hollow as a 
boast," and subsequently faded away in historical memory.232 
What some would call a failure on the account of the second "hurdle"—that the 
reconstruction of Stansbury-O'Donnell defies the convention against depicting a very recent 
contemporary event—is ultimately what makes his reconstruction a fascinating palimpsest of the 
growing presentist attitude in fifth-century Athens. Francis Dunn paints a compelling picture of 
what he terms the "present shock" in the late-fifth century, by examining a variety of literary 
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232 Stansbury-O'Donnell 2005, 81. 
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outputs during a narrow slice of chronology.233 He argues for a growing societal attitude towards 
focusing on the rapidly changing uncertainties of the present, while rejecting the authority of the 
past; whether it is the busy, accidental, indecisive course of events in Euripides;234 or the 
narratological innovations of Thucydides of isolating moments in time that make anticipating the 
outcome very difficult.235 Thucydides also invented his own "present epoch" that completely 
divorced the temporal frame of historiography from the authority of civic institutions, as did the 
Athenian council adopted a new calendar, which divorced the political framework from the 
temporality of the religious authority.236 But just as there would be no Euripides without 
Aeschylus and Sophocles, nor Thucydides without Herodotus, the growing interest in the present 
moment was not something that came epiphanically. And the Taylor/Stansbury-O'Donnell model 
of the Stoa Poikile would be a perfect testament to such a development. 
Most of the discussion pertaining to the experience of the Athenian visitor to the Stoa in 
460 BCE, elaborated for Francis and Vickers' reconstruction above, would still largely sustain 
itself for Stansbury-O'Donnell's model. Only this time, with one added layer of temporal 
framing: some forty years later, just as their fathers had commemorated the Battle of Marathon 
of their grandfathers, the Athenians in the wake of the Archidamian War now frames the existing 
program with their "current" success, without even the temporal buffer of a generation nor with 
any lip-service to their distant epic past. The reason they could do so was not because Marathon 
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provided a mythological analogue in itself, but because Marathon had provided a plausible 
template for the presentist ethos they decided to adopt. As Stansbury-O'Donnell duly notes, there 
are plausible parallels in the visual tradition, especially if one adopts Peter Schultz proposal of 
seeing Demosthenes' victory over the Ambrakiots in 426 on the frieze of the Temple of Athena 
Nike.237 This would have been followed by the fourth century painting of the battle of Mantineia, 
in the nearby Stoa of Zeus Eleutherios, attested by Pausanias.238  
 
2.5 Conclusion: Toward a Phenomenology of Historienbilder 
	   The relatively sparse density of the successors to either the Tyrannicides or the Marathon 
painting, however, does seem to suggest that this radical experiment of the presentist attitude on 
large-scale official commemoration was rather short-live—until, of course, Alexander the Great 
and eventually the Romans, who took upon themselves to promulgate this ethos on a 
unprecedented scale. And it is worth speculating whether this "experiment" did have something 
to do with the birth and death of large-scale panel painting. Nevertheless, there are clear traces in 
the visual arts of the fifth century, of the presentist attitude that by contrast had become rather 
prevalent in literary genres—especially historiography, which eventually took sole responsibility 
of bearing the torch of recording human history. 239 We have seen that there is a clear 
differentiation in the historians' attitude towards the mythological and epic past, and that of the 
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contemporary and recent past, both quantitatively and qualitatively—an awareness that would 
have not been lost on the viewers of Historienbilder.240  
 One cannot help but reflect, however, on the bold experiments of the early tragedians; the 
first tragedy to ever treat a contemporary subject matter was the Fall of Miletus by Phrynicus, 
produced only 2 years after the Ionian city fell in 494. Herodotus (6.21.10) reports that the whole 
audience burst into tears and fined Phrynicus for reminding them of the calamity that was their 
very own, and forbade any future production of the play. In this anecdote we see the explosive 
effect of the notion of embodied viewing, a perfect parallel for those who were living in 1895 
and walked into the Salon Indien du Grand Café in Paris to witness Lumière Brothers' L'Arrivée 
d'un train en gare de la Ciotat—the 50 second film that simply shows a banal scene of a train 
arriving. The anecdote is a familiar one that was dubbed "cinema's founding myth": according to 
the many contemporary newspapers, "the spectators ran out of the hall in terror because the 
locomotive headed right for them," or "panicked," and "jumped up from their seats in shock as 
they feared getting run over."241 And Aeschylus’ Persians, produced 20 years after Phrynicus' 
Fall of Miletus, and only a few years after the latter's Phoenissae, though thoughtfully removed 
geographically, clearly supports the burgeoning interest in presentifying contemporary events for 
public consumption. Even more fascinating is the plausible fact that the tragedian himself was 
channeling his own recent memory of having fought at Salamis.    
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 While these "experiments" did not take center-stage as quickly as the moving image did in 
the late 19th century, it did, however, change significantly how "viewing" was to be understood 
vis-à-vis the radically changing visual culture from the late 6th century onwards. As the anecdote 
of Phrynicus' Fall of Miletus attests, or as does my personal anecdote in the proem of this 
chapter, there is a fundamental difference in how we experience a visual narrative, be it on stage 
or on screen, when there is an indexical relationship to reality. The starting point is Bazin's 
notion of the ontology of the photographic image, which he fundamentally distinguished from 
painting or other representations by virtue of its indexical status in relation to the real, and 
ensuing phenomenological relationship that the viewer has with such an image, namely the 
"past". Gilles Deleuze and Christian Metz, however, take a step further in defining the cognitive 
transiency of the moving image as an image of the present, which can also be simultaneously a 
trace of the past.242 Vivian Sobchack, drawing upon Jean-Pierre Meunier, who in turn takes up 
the Merleau-Pontian notion of embodied perception and existential phenomenology, provides a 
model for spectatorial consciousness in different modes of the cinematic object, namely the 
fiction and the documentary.243 Especially, she notes, that "thus documentary consciousness is 
structured as a particular temporal relation between the present and the past…"244 Through a 
process of recognizing the absence of the referent object on screen, and depending on the 
viewer's cognitive relationship with referent, Sobchack proposes a radically different 
phenomenology that is coconstitutive of the film experience itself. The transformative experience 
that was as acute as what I had recounted in the proem, at the moment of my epistemological 
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rupture vis-à-vis the "cinematic object"—the real young man who died in 2012—exemplifies this 
radical difference in one's phenomenological engagement to the narrative. 
 Whether it is a 3-dimensional sculpture of the Tyrannicides, or a panoramic 2-dimensional 
painting of the Marathon series, the Athenian who was the witness to these rare, life-like 
representations of real people and real events that were part of his or her living memory, would 
have once and for all, changed the way he or she relates visually to the imagery around them. It 
is not by chance that Polygnotos' fame was derived by his genius ability to portray individual 
ethos, which facilitated the viewers' identification with their objects and the ensuing embodied 
experience; this is also supported through bodily emulation seen with the case of the 
Tyrannicides sculpture, all concentrated on the present moment of viewing and enacting. The 
imagery throughout the fifth-century BCE became progressively sensationalist, aided by such 
notions of presentism—it focused not only on the present events but also on the perception and 
feelings at the present moment. It is not terribly surprising, in this context, that Plato eventually 
nurtured such hostility towards painting.245 For a philosopher who had characterized time as 
merely a "moving image of eternity", the finicky uncertainty and contingency of kairos would 
have stood in antithesis to his notion of eternity, as would have the notion of embodied 
viewing—a fleeting moment in which one completely gives over to the sensational features of 
one's perceptive faculties, in which the past, present, and future collide in a Benjaminian flash. 
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Chapter 3. Caught in the Moment: Feeling Time Against Gravity 
 
3.1 Introduction: The Pioneer Group in the History of Greek Vase Painting 
 
 Active in the last two decades of the 6th century BCE, the so-called Pioneer Group, a 
rather well-defined artistic coterie of vase painters, was practicing in the newly invented 
technique of red-figure. The Pioneers were thus dubbed because of their visible efforts in 
realizing the true potential of this technique, whose invention preceded them but a decade or so. 
Unlike the relatively unforgiving process of black-figure’s subtractive incision, the additive and 
versatile nature of the red-figure technique, using extensive outlining and drawing, enabled this 
generation of artists to conduct audacious experiments and explore representational techniques 
with intuitive liveliness. It hardly comes as a surprise that the site of such experimentations was 
the human body, as they strived to master certain tasks—from the anatomical realism of its 
individual parts to the organic workings of the body as a whole, and the naturalistic morphology 
of the actively moving male nude athlete.  
 Set against the developmental grand narrative of pictorial naturalism regarding the human 
figure, traditionally culminating with the Polykleitian Canon or the so-called “High Classical” 
style, the late sixth-century Pioneers’ feat may seem but a necessary step toward the ultimate 
teleological quest that only came to fruition a couple of generations later. Martin Robertson, for 
example, titled the second chapter of his influential textbook on Classical vase painting, an 
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extensive treatment on the Pioneers, “A time of ferment.”246 The importance allotted to the 
Pioneers’ achievements is thus inseparable from their chronological place in the canonical 
progressivist art historical narrative. In other words, predating the “Kritios Boy” of c.480 BCE, 
to which a large part of 20th century scholarship has attributed a watershed in Greek artistic 
styles, the Pioneers are regarded as a “seed”, albeit an important one, for this dramatic onset 
dubbed the “Greek Revolution.”247  
 The long-standing practice of periodization in Greek art, which may find its origins at 
least as far back as Vitruvius, has never been devoid of value-laden assessments.248 The modern 
penchant for normative value placed on the art of the Classical period is already evident in 
Winckelmann’s first modern treatise of its kind, and it was solidified with the various 
authoritarian voices of the mid-twentieth century.249  It is without question that the practice of 
periodization in the study of art history has significantly enhanced our understanding of the 
material, and the intuitive need for classification and normative criticisms were eloquently 
expressed by Gombrich in his important essay, “Norm and Form.”250 But at the same time, it was 
duly noted that our continued practice of periodization “betokens a kind of intellectual 
imprisonment,” putting into question the basic framework with which all art historical material is 
understood.251 Such early disciplinary discourses in the 60s and 70s dealing with the history of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
246 Robertson 1992, 20-42. 
247 Gombrich 1959, 99-124. 
248 Gombrich 1966, 83. 
249 Winckelmann 1755; Winckelmann 1764; Ashmole 1964; Carpenter 1959; Pollitt 1965; Richter 1951. 
250 Gombrich 1966. 
251 Schapiro, Janson, and Gombrich 1970, 115. 
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western art did not gain much momentum in the following decades. In much recent years, 
however, art historians and historians radically started re-questioning the value of periodization 
in reference to the contemporary world, generating a small crisis around which productive 
disciplinary discussions are currently being staged.252 
 The burden of tradition looms large, however, especially in the study of Greek art. 
Nevertheless, there have been detectable efforts to loosen up the boundaries of the conventional 
strict periodization, mitigating the sharp discontinuity traditionally bestowed upon the 
development of artistic styles seen in sculpture, especially in the transition from the Archaic to 
the Classical period.253 While most of these efforts underscore the continuity or gradual shift that 
occurs in the drive towards naturalism, virtually no one has questioned this drive for naturalism 
as the elemental current in the stylistic development of the period.254 Instead, scholars have 
devoted their full attention to explaining the origins of this drive, whether it was the individual 
genius, 255  cultural/religious/political needs of the state, 256  natural aesthetic predilection, 257 
rational humanistic Volkgeist,258 idealist Zeitgeist,259 the impulse for life-like reproduction of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
252 Alberro 2009; Bourriaud 2009; Agamben 2009. 
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appropriating the term (cf. Spivey 1996, 17-53). 
254 Neer (2010) provides the most recent, thorough account of the problem, arguing against any fundamental break 
between the values embodied in Archaic and Classical sculpture. 
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reality—mimesis,260 or aesthetic wonder—thauma.261 Yet others have tried to rephrase the 
phenomenon as the drive for realism, 262  propensity for narrative and movement, 263  or a 
fundamental shift in the viewer’s engagement with the artworks.264  
  Since the days of Beazley, faithful scholars of vase painting have successfully promoted 
the artistic medium as worthy of study in its own right. But at the same time, they have 
invariably been constrained by the prevailing narrative of Greek artistic styles largely established 
by sculptural works. In canonical works regarding the development of Greek vase painting, the 
Pioneers usually give way to their younger “pupils,” such as Kleophrades Painter, Berlin Painter, 
and Douris, whose styles further approach the fluidity of that of the Classical period, and who 
chronologically border on the all-too-portentous date of 480 BCE.265  In this regard, Richard 
Neer’s book published in 2002, Style and Politics in Athenian Vase-Painting, particularly stands 
out for providing one of the most independent accounts of red-figure vase painting, from its 
inception to its establishment towards the mid-fifth century BCE. By coupling its development 
with the social and political discourses at Athens, by way of the symposion and its practice, Neer 
gives agency to vase painting as a formative force, rather than a mere reflection of those 
discourses. In Neer’s account, the Pioneers are given their due by underscoring the 
characteristics of their work as rich and ornate, subscribing to playful ambiguities, self-
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referentiality, and an extreme degree of self-consciousness. While seemingly critiquing the 
Gombrichian framework by rejecting naturalism as a goal towards which the Pioneers were 
working, Neer is still essentially adhering to the fundamental undercurrent of the naturalism-
hypothesis in art: by saying that “they [the Pioneers] were working in an age when mimêsis was 
not yet codified as a legitimate goal of painting,” he seems to be extending an apology for the 
Pioneers' style, in order to place them back into their proper, historical context.266  
 In the context of this dissertation, we shall momentarily fold away any lingering thoughts 
about representational styles that have to do with the naturalism, and its larger current that we 
see through an art historical lens. Such an undertaking is not intended in any way to undermine 
the Pioneers’ achievement in this arena, which is certainly remarkable. Rather, by extricating 
their exploits from the historical narrative in which preconceived normative values tether our 
understanding, and only then, will we be able to grasp the revolutionary aspect of their work in 
yet another domain—that of temporality. 
 When Sir John Boardman characterized the Pioneers as constituting “for the first time in 
the history of western art, a conscious movement, a camaraderie of artists,” he could have been 
subconsciously evoking an image: a fraternity of pipe-smoking Impressionist painters converged 
around the Salon des Refusés. As tongue-in-cheek as this comparison may sound, there are in 
fact more than superficial resemblances. Against the established order, these artists both ancient 
and modern were prolific, proud innovators, who referenced one another in their works, which 
represented contemporary life and social activities: picnics or the symposia, scenes from the city 
or the gymnasium. Equipped with newer tools, both the Pioneers and the Impressionists sought 
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to experiment with, and push the boundaries of their artistic media in service of new modes of 
representation. Whether it was due to a new color scheme or portability of the oil paint tubes that 
allowed them to go en plein air, or the new red-figure technique that afforded them the fluidity 
of drawing, they all sought, albeit in different ways, to address one common obsession. And that 
was to capture the fleeting moment, to make visible the temporality that is inherently felt by the 
viewer, by giving true agency to their media by acknowledging their materiality and their ability 
to interact with the viewer.  
 It is not by accident that both the late 6th century BCE in Athens and the late 19th 
century in Europe provided particularly transformative backdrops against which these respective 
new interests in artistic temporality may be understood. With the advent of modernity in the late 
19th century, the rapid pace of industrialization, mechanization of the work environment, the 
growing urgency of urban lifestyle, mobility with railroad travel, as well as capitalist demands 
restructured, reified and commodified time. The experience of time in an average person’s 
everyday life thus underwent a profound transformation, with new technological inventions that 
gave new visual access to time; one must surely not forget the invention of cinema in this regard, 
which changed, once and for all, our visual experience of time, and consequently how we came 
to relate to visual imagery. 
The late 6th century BCE Greece also witnessed the onset of a considerable change in the 
way society related to time, most of which became full-fledged during the course of the fifth-
century. The authority of the distant past, or aristocratic values that dictate a stable temporality of 
tradition, gave way to attitudes that privileged the present, logically ordered, linear time that 
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focused on human agency and control of one's own destiny.267 Csapo and Miller characterized 
this new mode of temporality "democratic time," rephrasing and expanding on Christian Meier's 
notion of "political time"—a temporality that resulted from the belief that one can master their 
destiny through the political process and from the collective experience of decision making. No 
doubt the change in the lifestyle and pace of an Athenian citizen would have been disorienting as 
two different temporalities collided in the late 6th century with the dawn of a new political 
institution.268 This is also when the first philosophical discourses opened up a dialectic between 
the stability of the divine order and the change in the human realm, as the notion of "time" was 
explicitly problematized by the likes of Heraclitus and the Presocratics. The origin of 
historiography, likewise, is traced to this time period through Archaic lyric and 'local histories'; 
and the so-called 'Ionian revolution' was in fact spearheaded by the Late Archaic historian, 
Hecataeus of Miletus, predating Herodotus by almost two generations.269 The same goes with the 
birth of tragedy, as the first dramatic performance staged by Thespis, was in 534 BCE. 
 In this context, the Pioneer Group seems to have absolutely reveled in the idea of 
experimenting with the sense of time, and the versatility of the new red-figure technique 
provided a perfect tool. They did so not only through the obsessive portrayal of movements of 
the athletic body, but also by displaying an unprecedented sensitivity toward capturing a 
veritable moment that was not just cognitively understood, but fundamentally felt—tapping into 
the sensory realm of embodied viewing.  
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 In the following pages, I will examine three independent motifs in vase painting that all 
have to do with arresting movement against gravity—jumping bodies, heavy lifting, and 
dropping objects—and all of which are deliberate pictorial techniques that result in monoscenic 
snap-shots, as close as one can approximate the punctum temporis captured or frozen in the 
image. The prevalence of the synoptic pictorial narrative technique in the Archaic period, such as 
the Circe kylix in Boston, where at least four different moments of the narrative are portrayed, 
suggests that privileging the punctum temporis was far from customary.270 If anything, that 
would have been too limiting as a medium that rivals poetry as a storytelling device, as 
Simonides' famous dictum suggests.271 Against this background, that the Pioneers were honing in 
on the notion of the veritable “instant,” already represents a significant turn in the history of 
Greek image-making. More importantly, however, unified under the common influence of 
gravity, the motifs discussed here went beyond simply portraying a temporally specific 
"moment," by allowing their temporal specificity to be firmly understood through the viewer’s 
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271 Plutarch, De gloria Atheniensium 3.346f: “painting is silent poetry and poetry, painting that speaks.”  
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3.2 Jumping Bodies 
 Before we examine the motif of jumping, we open our investigation with the so-called 
"Swallow vase" at the Hermitage (Figure 3.1).272 Attributed to the circle of Euphronios and dated 
to c.510 BCE, the pelike, characterized by heavy pot-bellied contours, shows one of the most 
engaging scenes on its obverse. We have from left to right, a youth, a bearded man, both seated 
and half-draped, and a standing young, nude ephebe. A small bird is caught in mid-flight, 
slightly off center, as if in a diagonally upward movement. All three characters dramatically 
point upward, with their gazes unmistakably turned towards this little bird (especially note the 
sharp turning of the head of the bearded man). The seeming synchronicity of all the pointed 
fingers, demanding our attention to the bird in flight, focuses not only our spatial attention to a 
single point, but also our temporal understanding to the transient nature of the moment. Anyone 
who has seen a swallow fly understands its swift, swooping flight pattern. Surprisingly, such 
transitory, temporal focus of the image has never been discussed in literature, while ample 
discussions revolve around the polysemic nature of the bird as an omen, a “sign” or a semeion.273 
But as we further peel the layers of time encoded behind this visual staccato of the instant, it will 
become clear that this image is indeed all about a fascination with temporality. 
 The inscriptions, in fact, form an integral part of the visual composition. As if to defy 
Simonides’ characterization of painting as silent poetry, these figures clearly speak. Dialogues 
stream out of each character’s mouth. The youth on the left shouts: "Look! A swallow!" And 
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"Yes indeed, by Herakles!" exclaims the man to his right. The boy on the far right chips right in: 
"There she is!" The order of these inscriptions is thus evident. First spotting the bird, the youth 
demands “Look!” to his fellow company as well as to the viewer. We, as readers, trace these 
letters in sequence until the final letter Nu, grazing the tip of the swallow’s tail (Figure 3.1, 
right). Thus the act of reading, taking a finite amount of time, brings us into the scene as an 
active participant of witnessing the swallow. We then read, taking the words out of our own 
mouth, “Yes indeed, by Herakles!” The final tip of this second inscription curls around as if to 
point back to the swallow. At the same time, it frames the bird-in-flight as if to stall her forward 
movement, allowing us to linger our gaze on the bird once again. A third time, yet again, the 
ephebe, reaching upward as if to compensate for his short height, energetically extends his hands 
and utters his boyish, pithy remark, “There she is!” The excitement is coupled with the relief that 
the boy too, at a short instant later, was fortunate enough to spot the bird. It is an all-too-familiar 
occurrence to miss a transitory event at the beckoning of one's company to "look". Here, we have 
three cognitively separable instants that can only be made sense by the act of reading the 
inscription, which occupies a finite duration; yet, it is in dynamic tension with the visual 
momentariness of the entire event. These three dialogues would have been fired in rapid 
succession, but the bird caught in mid-air represents a true instant. The analogous modern 
philosophical notion is that of the "specious present", which results from a cognitive disjuncture 
between the perceptive experience of the present, always occupying a duration, and the temporal 
definition of the present as the Aristotelian now (nun)—an abstract point in time with no 
duration.274 
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 Unlike the individual dialogues that all point upward toward the bird, the "meta-discourse," 
most likely from the vase painter himself, points down toward the ground and distinguishes itself 
from the rest of the inscription: ἔαρ ἤδη “[It is] already spring.”275 This crucial information, 
standing outside the narrative of the action, provides the overall temporal backdrop to the scene. 
By doing so the vase painter subtly inserts himself into the discourse on time.276 The significance 
of the swallow is obvious: it is the first swallow of spring, denoting or marking the onset of this 
particular season. Moreover, the temporal qualifier, ἤδη, translated as “already,” explicitly aware 
of our act of viewing, refers to the time of viewing both inside and outside the image, and thus 
merges the viewer’s experience with the event depicted. Now that we have, just like the 
characters, spotted the first swallow, spring has presently, immediately, or already, descended 
upon us.  And while this temporal specificity of the particular season is brought to the fore, it 
contrasts against the implied cyclical flow of the seasons, as the ephebe becomes a youth, and 
eventually, an older man.277 Three ages of man are depicted here coexisting, and resisting the 
passage of time, as they participate together in a dramatic witnessing of the onset of a single 
season, which is, of course, the season of Eros. The wreathed appearances of all three figures 
seem to denote a festive occasion, perhaps at the palaestra, especially with the reverse depicting 
the very beginning of a wrestling match.278 Regardless of the exact interpretation, there is a 
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Lissarrague (1992, 201) who calls it a "comment", that this is the voice of the vase painter.  
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277 See Davidson 2006 for discussion on age-class in Athens and its consequences for a marked change in 
temporality of Classical Greece. 
278 Immerwahr 2010, 578. 
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consensus for its pederastic undertones;279 this would provide an additional connection to the 
viewer’s symposiastic context, further enhancing the shared temporality between the characters 
in the image and the viewer.  
 The explicit awareness of the viewer’s participation can be seen in another pelike attributed 
to Euthymides, this time in Boston, which is equally well known for its splendid depiction of 
jumping youths accompanied by a double-pipe player, dated to the same period as the Hermitage 
vase (Figure 3.2). Unlike the amphora, whose lower part tapers down into a slim and elegant 
‘foot’, the bottom-heavy, stable form of the pelike was a new shape “invented” around the 
beginning of the red-figure technique.280 We see that the Pioneers were clearly interested in 
exploiting this new shape to their advantage. The trapezoidal frame on the Hermitage vase, for 
example, reinforces the pyramidal focus given to the swallow, while the visual weight is 
dominated by the lower half, which echoes the weight distribution of the vase itself.  
 The Boston Pelike, on the other hand, inverts the composition to emphasize the particular 
moment captured, by dominating the visual field in the upper half, leaving the more expansive 
lower part a black negative space. The youths thus seem to be jumping even higher, defying the 
gravitational pull encoded in the shape of the vessel, which resembles a paunchy wineskin, 
drooping heavily with liquid and squatting against the floor. The rhythmic repetition of their 
anatomy echoes the features of the vase itself: their arms impersonate the handles, and the angle 
of the bent knees resonates with that of the corner of the frame. It is as if by lifting the vessel by 
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280 For an interesting discussion on the shape of the pelike, see Shapiro 1997; he notes that black-figure pelikes often 
depicting the working class, the banausoi, befitting the sturdy, “banausic” shape with a low-center of gravity. 
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its handles, we are lifting the youths by their arms and boosting their jump to even greater 
heights.  
It is when the viewer turns around to encounter the other side that the true value of the 
vase becomes evident. Immediate recognition of certain repetitive patterns creates tension 
between the viewer's short-term memory and present perception. On the reverse, again, an aulos-
player accompanies two youths in mid-jump, who look nearly identical as those in front. This 
time, however, they are shown from their backs. Repetition with variation begets an immediate 
desire to compare, which will no doubt bring the viewer to see the front once again.281 A three-
dimensional virtual rendering of the vase on a digital turntable approximates the viewing 
experience of having to rely on one's memory to make such a comparison, since the two sides of 
the vase were never visible simultaneously. Eventually, one realizes the only differences are the 
position of the jumpers' arms, and the level at which the aulos is held, while everything else 
remains exactly as if a mirror image. Or, it is as if the jumping figures inhabit the space within 
the walls of the vessel, seen from two different sides as if these walls were transparent—the 
concept of the Renaissance window taken quite literally.282 Not surprisingly, the inscriptions tell 
us that the two sides are indeed in dialogue with each other (Figure 3.3). Side A (left) harbors 
two names for the jumpers, Aineas and Kallipides; side B (right) only gives us a third name, 
Smikythion, for the aulos player.283 Three names altogether suggest that we are seeing the same 
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282 Steiner (2007, 4) thus calls it a "playful, mind game," since "of course the pelike is not transparent."  
283 The following three vases contemporaneous with the Boston jumpers vase also label their aulos player 
Smithykion: Oltos, psykter New York 10.210.18 (ARV2 54.7); Euthymides, hydria Bonn 70 (ARV2 28.12); and 
Euphronios, hydria Dresden 295 (ARV2 16.13). 
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three people twice.284 Moreover, the metadiscourse on side A is the common kalos inscription, 
“Leagros is handsome,” while on Side B, we see an uncanny, literal response in retrograde, as if 
to echo the fact that the jumpers are seen from the back: “Leagros is handsome, yes indeed!” 
(Λεαγρος καλος ναιχι). 
 Once it is clear that the two sides of the vase are to be read in close connection with an 
explicit temporal sequence, as utterance and response, the slight difference in the poses 
explicitly translates as two different instants. These two moments can be understood as two 
consecutive jumps, perhaps, performed as part of the so-called bibasis, a Spartan jumping contest 
and dance, whose winner would have performed the most number of successful jumps. Pollux 
relays to us that a Laconian girl had once set a record by jumping a thousand times.285 A certain 
Pyrrhias seems to have also been the winner of the bibasis contest. A Middle Corinthian 
aryballos dated to c.560 BCE shows a youth jumping with his arms held high, also facing an 
aulos player (Figure 3.4).286 The prominent inscription starts at the tip of the aulos, snaking 
around the figures in a wavy trajectory, reading: “Pyrrhias, leading the chorus; and to himself an 
olpe,” which led scholars to deduce that the vase was an offering for his victory in the contest.287 
The visual impact of the inscription is especially striking, compelling us to turn the small 
spherical vase to whatever orientation is needed for reading it. In fact, due to a flip from 
retrograde to orthograde in the middle, the inscription reads smoothly in its entirety, with a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
284 Martin Robertson's original publication of the vase argues that the jumping youths are different on the different 
sides (Robertson 1977, 81). 
285 Pollux 4.102. 
286 Roebuck and Roebuck 1955.  
287 Roebuck and Roebuck 1955, 160. 
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continuous 360-degree rotation. It is not by chance that this small aryballos was indeed turned 
upside down to be used, and was probably shaken up and down get the last drops of oil. Imagine 
Pyrrhias repeatedly jumping up and down as the aryballos was handled in this manner.288 A 
detail from the well-known calyx krater signed by Euphronios depicts an athlete using the 
aryballos in this manner (Figure 3.5a), and this youth is one among many that are engrossed in 
their respective poses that are all precarious balancing acts (Figure 3.5b,c).289 
 Although jumping figures are rarely found before the Boston pelike, isolated cases, such as 
Pyrrhias’ aryballos, did exist.290 But there is an important difference in how temporality was 
articulated, especially in light of the bibasis, whose defining feature was the exhaustive repetition 
of jumping. There is an inherent ambiguity, therefore, in the exact moment portrayed with 
Pyrrhias; it could be any one of the many hundreds of jumps he performed—the more the better, 
and the longer the better—and Pyrrhias undoubtedly wanted to show himself as the victor who 
jumped the most number of times. Indeed, he seems to be in the constant state of jumping, rather 
than caught in the moment of it. Alas, his feet cannot even touch the ground lest he stomp on the 
prominent inscription announcing his name. 
 The Boston pelike breaks this degeneracy once and for all. By portraying two individual 
moments from two different angles, each portrayal has the effect of fixing itself as a specific 
moment, differentiated from the other. And their synchronized posture with ever so slight 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
288 Chapter 4 of this dissertation deals in more detail with the kinesthetic viewing experience of vase painting 
imagery. 
289 Berlin, Antikenmuseum Staatliche Museen F2180; ARV213.1. 
290 See also, Athens Natl. Mus. 14447, a Geometric kantharos with two out of the five of a chorus, is shown possibly 
in various stages of jumping. 
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variations reinforces the idea of the specific moment that is “coordinated”. What is so 
revolutionary about the Boston Pelike is the conscious employment of a temporal delay as a 
function of the space and time of the viewer vis-à-vis the object. In other words, knowing that the 
viewer or reader will require a finite duration from one sighting, or reading, to the next, the vase 
painter has encoded two different temporal specifications, as well as two different viewpoints in 
accordance with the time and position of the viewer. This kind of participatory awareness has, to 
my knowledge, never been seen before in Greek imagery. 
 By the turn of the fifth-century, a surge of images showcasing athletic activities by well-
conditioned nude figures, reflects the rise in the status of the athlete and the shifting ideal of the 
athlete’s physique: from the staunch Heraklean strong-man to the Thesean, nimble and attractive 
youth. As part of the ancient Greek Pentathlon, long-jumpers are often portrayed alongside 
discus and javelin throwers. On the panathenaic prize amphora at the British Museum signed by 
Euphiletus (as potter), we see a long-jumper holding a pair of jumping-weights to the left (Figure 
3.6), accompanied by two akontists (javelin throwers) and one discus thrower.291 These three 
events were unique to the Pentathlon, while the other two—the foot-race and wrestling—were 
also stand-alone competitions. Many details of the ancient long-jump elude us and modern 
scholarship disagrees on many accounts, even, for example, on basic facts of whether it was a 
running jump or a standing jump.292 In any case, the single tradition handed down to us states 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
291 London British Mus. 1842,0314.1; Panathenaic Amphora for the Pentathlon, attributed to Euphiletos Painter, 
signed by Euphiletos Potter (c.520 BCE). 
292 Gardiner 1955, 172-84. 
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that a certain Phayllos jumped 55 feet (5 feet beyond the skamma). 293  This prompted 
reconstructions of the ancient long-jump as multiple jumps, either similar to the modern triple 
jump (hop, skip and jump) or a multiple standing jump, since even a single running jump would 
not reach half of what Phayllos is purported to have achieved.294 The sole element in the long 
jump that is agreed upon is the use of the halteres, the jumping-weights, which is no doubt the 
precursor to our modern dumb-bell. Literary sources inform us that the performance of the jump 
was significantly enhanced by these weights, and that its complex coordination was aided by 
means of the aulos.295 Analyzing the heterogeneous corpus of vase painting imagery with 
jumping scenes has proven to be very disjointed, and does not seem to provide a unified picture 
in terms of the mechanics and structure of the long jump. Meanwhile, contemporary athletic 
experiments and biomechanical studies have indeed shown the benefits of the halters in a 
standing long jump, favoring the reconstruction of multiple standing jumps.296 Running jumps, 
however, are not yet ruled out according to more recent biomechanical studies.297 
 An actual 6th century halter made of lead was found in Eleusis with an inscription: 
“Epainetos, by means of this, won the jump”.298 The kinds of halteres we find vary in shape, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
293 Greek Anthology Appendix 297; suda on "skamma", relates the anecdote of Phayllos for the expression "to jump 
over the skamma" (landing pit), which was 50 feet long; see also, Gardiner 1904. 
294 Sweet 1987, 46-51; also there are significant doubts about the accuracy of such reporting that may be a gross 
exaggeration.  
295 Philostratos, On Athletics 55; see also Aristotle, On the Movement of Animals 3.705a: "A pentathlete using 
halters jumps farther than one without them." 
296 Drees 1968, 74-75; Minetti and Ardigó 2002; Papadopoulos et al. 2011. 
297 Provatidis 2013. 
298 IAG (Moretti) 1. 
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weight and size, and are usually made of lead or stone.299 In vase painting, no two visual 
representations of halteres-bearers are identical, but they fall into a few broad categories: figures 
clearly engaged in jumping (Figures 3.12-13), and those who look more like they are posing, 
running, dancing or exercising with free-weights (e.g., Figures 3.7 and 3.9). The latter category 
of images has been associated, somewhat forcefully, with the various stages of the long-jump 
before and after the flight, which I find problematic. Due to our scant knowledge of the 
mechanics of the long-jump, a figure holding a halteres has often been automatically regarded as 
a jumping figure, without considering alternative possibilities that they may be simply engaged 
in other activities than the jump itself. For example, in the tondo of a cup in the Louvre by 
Epiktetos, the wreathed youth with halteres captured from the back, is usually taken as assuming 
a running posture before the jump (Figure 3.7).300 His posture, however, is more akin to a 
dancing move, and we soon realize that not unlike the Boston Pelike, we may be seeing a visual 
pun. He is almost an exact mirror image of the satyr on the exterior of the cup, who is clearly 
dancing in front of Dionysos, while carrying not halteres but a wine skin and a drinking horn 
(Figure 3.8). The playful exploration of viewpoints, exploiting the topology of the medium 
(inside and outside the vase), elaborates the semiotic connection made through visual repetition: 
beauty of the youth (note the kalos inscription running from the youth's head down to his foot, 
framing his entire body) in connection with the dionysiac or symposiastic context of wine-
drinking and merry-making, and the athletic competition itself as an agalma—an offering to the 
god. Moreover, the temporality of the viewer's encounter with the image is such that one 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
299 Gardiner 1955, 173, Fig. 100; the archaeological finds vary in their weight: 2.5 – 10 lbs.  
300 A nearly equivalent figure is seen in Gardiner 1955, 174, Fig. 101.  
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encounters the satyr's image frontally first, as he starts to drink the wine of Dionysos (note that 
the symposiast would be literally bringing his lips to the seated god's drinking horn); then, once 
the wine is drained he sees the beautiful nude youth from his back. It is as if through the divine 
power of Dionysos (or the wine), the satyr has metamorphosed into a victorious athlete! 
 There are a number of vases that seem to depict the beginning stages of the jump, as if 
readying up for the big swing, or the big run. While all slightly divergent, there is enough 
observable consistency in the renderings of this "starting posture": the athlete leans back with his 
weight on the bent knee, while lifting both halteres forward and upward (Figure 3.10).301 
Especially fascinating is the psykter in New York attributed to Oltos (Figure 3.11), where the 
jumper, whose name is inscribed as "Dorotheos" enacts this very posture, facing an aulos player 
named "Smiky[theon]".302 He flexes his abdominal muscles balancing his weight precariously 
with his knees bent, ready to spring to action. In this instance, we are given a rare instructional 
metadiscourse that starts from the hollow of his stomach written in retrograde along the direction 
of his jump, hαλουµενοσ εἶσι, translated as: "he is about to jump."  
 Temporal markers, such as the ones seen in the Oltos psykter as well as the Leningrad 
pelike, are far from common, but they show a very clear desire on the part of the artist to 
underline the temporal specificity of the very moment depicted. Especially notable is the Oltos 
psykter sign-posting what is about to happen the very next moment, because by doing so he has 
doubly reinforced the pregnant moment which is "present", the split-second before the take off, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
301 Gardiner (1955, 176) notes that this posture is showing the moment after the run, a "final upward swing." Figure 
3.10 (left): Munich Antikensammlungen 2667 (ARV2 353.11); Figure 3.11 (right): Boston MFA 01.8075 (ARV2 
414.1). 
302 New York 10.210.18; von Bothmer 1972, n.14. 
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which, anyone who is familiar with the mechanics of the long jump would have recognized 
immediately. The aulos player who visually accompanies this moment adds another layer to the 
temporality of the image, which also has literary support—Philostratos' claim that the aulos 
accompaniment was crucial in aiding the jump, which was "the most difficult events in the 
competition." He explains that both the halteres and the aulos accompaniment help the jumper, 
because then the "guidance of the hands is unfailing and brings the feet to the ground without 
wavering and in good form."303 This cannot mean anything else but that the rhythmic tune was 
thought vital, in order to successfully realize the complex coordination of the movements that 
was necessary to make most of the extra weight the halteres provides.304 Most likely, as Gardiner 
suggests, the jump was practiced in this manner with a set of drills, and the rhythmic cue of the 
music would have been essential to those who had trained with it.305 The scene on the Oltos 
psykter is therefore viewed in three separate ways: 1) by visually perceiving the moment 
depicted, 2) by reading the inscription and cognitively understanding what is about to come next, 
and 3) by recounting in one's mind the rhythm of the tune being played in the background. In this 
way, the viewer is given three different grammatical tenses of time: present (action depicted), 
immediate future (the jump that is about to happen), and present participle (ongoing background 
music).  
 The detailed techniques of the ancient long-jump were clearly different from the modern 
ones, but video recordings of the modern Olympic long-jumps prove to be highly instructive on 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
303 On Athletics 55. 
304 See Provatidis 2013, for a possible mechanical model for the torque provided by raising the halteres. 
305 Gardiner 1955, 176. 
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several accounts. The transient nature of the movements that happen in rapid succession during 
the entire process of the jump, from preparation to approach, and especially during the jump 
itself (which does not last any longer than a mere second), makes one realize that singling out a 
moment without the aid of photographic reproduction is no small feat. The Panamanian long-
jumper Irving Saladino, the 14-year record holder and gold medalist in the 2008 Beijing 
Olympics, often starts off by clapping a beat of his choosing, which then the audience continues, 
helping his internal rhythm before even starting the approach. Many contemporary jumpers are 
also shown to rock back and forth at the starting line, methodically and rhythmically, just before 
taking off for the approach, approximating the poses seen in Figures 3.10. When professional 
long-jumpers discuss their techniques, they stress primarily the timing and the rhythm, and the 
crucial consistency required leading up to the takeoff board, which allows them to concentrate on 
the last step with the utmost precision.306  
 Contemporary long-jumpers know that it is often a matter of no more than a centimeter, 
exactly where the foot should land on the takeoff board, and that the temporal precision required 
concerns fractions of a second. In ancient Greece it would have been no different, and we have a 
number of representations in vase painting of the late sixth and early fifth century, showing 
precisely the very moment of takeoff, while one foot is still on the ground and the other foot has 
been raised, sometimes showing the takeoff board, which was called the bater (Figure 3.12).307 
 It cannot be over-emphasized how much the modern viewer in the age of multimedia has 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
306 For this reason, among others, I am inclined to think that the Ancient Greek long-jump was a running jump, 
unlike the more recent scholarship, which prefers to reconstruct it as a multiple standing jump. 
307 Boston MFA 01.8033; Paris Louvre CA 2526, ARV2 130, 131. 
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become utterly "spoiled" with all the visual recording tools that can capture the ephemeral events 
that make up his or her daily experiences. Whatever the exact formal procedures of the ancient 
long-jump, in order to produce convincing snap-shots of such short-lasting events, the vase 
painters would have to be intimately familiar with the mechanics of the procedure, either by 
thorough and repeated observing, or more likely, having a basic bodily memory of it themselves. 
Wishing away the modern technology that has become the staple of modern viewing experience, 
we might begin to understand how remarkable such an interest in capturing the moment truly is. 
 Imagine encountering for the first time, the Boston kylix with the magnificent leaping 
figure, never having seen a still-frame or a slow-motion video. His four limbs are stretched 
forward to the maximum, a veritable instant—the crux of the last stages of the jump (called the 
"leg-shoot" in modern terminology)—of the dramatic struggle to make that one further inch 
(compare Figures 3.13 and 3.14).308 If the symposiast is an athlete himself—and most of them 
actually were—imagine the vividness with which he would understand exactly which moment is 
portrayed, empathetically through his own physical memory. At this point he becomes truly an 
embodied viewer in the Merleau-Pontian sense, and the temporal specificity of this climactic 
moment will be physiologically felt, at the moment of perception. Most modern spectators, such 
as ourselves, on the other hand, are passive observers. We cognitively understand the moment 
portrayed, by recalling secondary visual memories of snapshots or slow-motion videos that 
dissect the movements for us. There is a dire need, therefore, to decondition our viewing habits 
steeped in the visual culture of the 21st century in order to approximate what these images meant 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
308 Boston MFA 01.8020 (ARV2 321.22, 1604); photo montage of modern long jump landing technique, courtesy of 
www.jumprathletics.com 
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to the ancient Greeks. The horrid shock that the late 19th century viewers experienced with 
Lumière Brother's l'arrivée du train (see section 2.5 in this volume), which literally made them 
move from their seats in panic, should be an ample demonstration of the importance of visual 
conditioning of our perceptive faculties. 
 
3.3 Heavy Lifting: The Case of Euphronios 
 There are over 500 vases depicting halteres-bearers in the Beazley Archive, majority of 
them in red-figure (90%), and a great majority (80%) of the black-figure vases also belonging to 
the late 6th century and after. But not all of these halteres-bearers are in the process of jumping or 
even about to jump, but seem to be in the process of "lifting" or "dropping" the halteres, which 
leads us to the two other motifs discussed in the following. There are a suggestive number of 
images where an athlete is either reaching for, or beginning to lift the halteres off the ground 
(Figure 3.15).309 Let us consider their function as “weights” that are supposed to be lifted. The 
diskos is thrown, so is the javelin, but the weights are “lifted”, and surely enough, we never see 
the diskos or the javelin being picked up from the ground. The medical writer Galen in the 2nd 
century CE describes a weight-training exercise that involves repeatedly picking up weights from 
the ground, crossing the left and right sides.310 And this motif of lifting, never formally discussed 
in art historical scholarship, transpires to be an important activity that allowed vase painters to 
express a new kind of temporality by tapping into the notion of embodied perception. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
309 Cambrigde, Fitzwilliam 1.27; see also, Florence Mus. Arch. Etr. 3920 (ARV2 50.195, 170.3). 
310 San. Tuend. 2.11.3 (Crowther 1977). 
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 The most epic kinds of lifting is given to us by means of the well-known topos of a warrior 
extracting a body of a fallen comrade, which finds its origin in the iconography of Ajax carrying 
the body of Achilles. The earliest extant pieces of this iconography are dated to as early as 8th 
century BCE and are preserved in an East Greek terracotta relief, an amphora stamp, and an 
ivory gem. 311 Bronze shield bands from Olympia date slightly later to the end of the 7th century 
BCE.312 In all cases, a warrior stands or strides towards the right, bearing a colossal body bent 
and hanging over his shoulder. It is not until, however, the well-known example on both handles 
of the Francois Vase by Kleitias (c.570 BCE), with the inscribed names of Achilles and Ajax, 
that we have the earliest unambiguous specification of the mythological subject matter (Figure 
3.26).313 Early 6th century depictions as such mainly show Ajax running in the so-called 
“knielauf” stance, swiftly carrying away the colossal nude body of Achilles with effortless ease. 
Exekias, a generation later, who took up the subject matter with at least three extant examples, 
not only emphasizes Achilles’ heavy armor, presaging the famous contest over it, but also 
transforms the activity into a physically heavy, and psychologically onerous task.314 
 All these precedents, however, of the warrior extracting the body of his comrade, were for 
many centuries systematically portrayed as "carrying" the body. This action of carrying the body 
was an emblematic activity that lasted for an unspecified duration, serving as a "stand-in" for the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
311 Samos Mus. T416; Ischia Mus., Ahlberg-Cornell (1992, 35, no.11); Athens NM, Ahlberg-Cornell (1992, 35, 
no.12). 
312 Olympia B1921, B1687, B1911; see Kossatz-Deissmann, 1981, no.862. 
313 Florence, Mus. Arch. 4209; see Ahlberg-Cornell 1992, 36, who maintains that the epic visual tradition of a 
"single warrior" carrying a fallen comrade must be Achilles and Ajax, as the only other character carried off during a 
battle was the body of Patroklos by two people, Menelaos and Meriones.  
314 See Moore 1980, 425; Woodford and Loudon 1980, 27.  
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entire event of the extraction.315 It was none other than Euphronios, the uncontested leader of the 
Pioneer Group, who made a significant breakthrough by modifying the age-long iconography of 
carrying the body, into a bona fide snapshot of a short-lasting event. The articulation of this new 
sense of temporality was achieved by focusing on the very moment of "lifting" the corpse off the 
battlefield, which should also recall the scenes of long-jumping that concentrate on the moment 
of, or the moment just before the takeoff.  
 We are extremely fortunate enough to have a full set of four oeuvres from Euphronios that 
repeat the same two subjects: Ajax with the body of Achilles, and Sleep and Death with the body 
of Sarpedon. This is owed to many decades of Euphronian scholarship that continued to modify 
and add new attributions on relatively secure grounds; the new phase of defining the Euphronian 
corpus starts with the two oeuvres that came to light in the 1970s, which represent the latter 
subject of Sarpedon and bear unequivocally the artist's signature.316 And through these examples, 
we are given an extremely rare opportunity to witness the clear developmental trends of a single 
artist, who was undoubtedly the leading figure in this so-called "temporal revolution" at the 
dawn of a new era. 
 The first two cups by Euphronios, both dated to the artist's early career in c.520 BCE, 
show the two subject matters in question. The fragmentary cup in Malibu with Ajax carrying the 
body of Achilles (Figure 3.16) has been securely attributed to Euphronios by its striking affinity 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
315 See Lissarrague (1990) for reading this motif in terms of the symbolic meaning of what he calls the "return of the 
dead" from the sphere of the battle to that of the domestic. 
316 Only 9 egraphsen signatures preserve the name of Euphronios (including partial preservation), while at least 10 
epoiesen signatures (as potter) have survived.  
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to the second cup from the ex-Hunt collection representing Sarpedon (Figure 3.17).317 These two 
cups, according to Robertson, formulate a pair. 318 In fact, without the egraphsen signature on the 
Sarpedon cup, many of the cups now attributed to the early years Euphronios would have carried 
the label “Oltos”, as the Malibu cup once did.319  
 Judging from the Malibu Achilles cup (Figure 3.16), it is clear that Euphronios, in his 
early days, followed the well-established iconographic tradition of Ajax and Achilles to the 
letter. And there was surely much to draw on from the archaic black-figure tradition of a single 
figure of a warrior, with a body slumped over his shoulder, walking from the battlefield to a safer 
place. While the subject matter is very popular in black-figure, there are only three other known 
representations in red-figure, until the fragment at Princeton was added to the repertoire in 1997, 
which we examine below.320 Given the extremely rare occurrence of the subject matter of Ajax 
and Achilles in red-figure and their dating, the Malibu Achilles cup is arguably the earliest red-
figure vase with this subject, adding an interesting perspective to the experimental character of 
Euphronios. On the Mailbu cup, a female figure that is often identified as Thetis, Achilles' 
mother, leads the way in front of the warrior pair, gesticulating with much anguish and pointing 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
317 Malibu 77.AE.20; for the Sarpedon cup, see Robertson 1981. 
318 Robertson 1981, 26; the striking stylistic affinity includes individual details as well as overall composition; the 
pot shape/dimensions are also practically identical; see also Euphronios, no.35. 
319 Oltos and Euphronios had been associated fairly early in the history of scholarship (see Johnson 1937). For re-
attributing the London Theseus and Antiope cup in London (E41; ARV2 58.51) from Oltos to Euphronios, see 
Robertson 1981. The potter Kachrylion, whose name appears on the London cup is known to have worked for both 
Oltos and Euphronios. 
320 These three are: a bilingual neck-amphora in Vienna Kunsthist. Mus. 3722 (ARV2 11,3), a fragmentary calyx 
krater by the Berlin painter also in Malibu (77.AE.5), and the fragmentary cup by Douris in the Cabinet des 
Médailles, Paris 537 (ARV2 429,19). 
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ahead.321Ajax strides on with his left arm held out in front, reinforcing the lateral movement 
created by Thetis' posture. The figure identified as Odysseus trails the pair, also participating in 
this "procession". 
 While Ajax carrying the body of Achilles was a familiar subject, representations of 
carrying the body of Sarpedon was an entirely new subject matter that had never been depicted 
before in Greek vase painting. Whatever prompted Euprhonios to tackle this subject matter, he 
was faced with the problem of representing a body being carried off by two figures and not one. 
The Sarpedon cup of the ex-Hunt collection, now in a Swiss private collection (Figure 3.17), 
shows how Euphronios both drew upon the known iconographic tradition and modified it 
accordingly. While preserving the directionality of forward movement, he shows a rather unusual 
way of securing the body of Sarpedon by the leading figure of Thanatos: one arm is hitched over 
Thanatos’ shoulder at the armpit, while he pulls Sarpedon's other arm over his head. This 
consciously mannered pose not only frees Thanatos' left arm completely so that he can carry his 
armor at the same time, but was also no doubt devised in order to show Sarpedon’s monumental 
corpse in its full frontal glory—something that he preserved in his next, and more mature, 
attempt. 
 About a decade later, around 510 BCE, Euphronios tackled the two subject matters once 
again, with a remarkable sensitivity that we associate with the artist at the height of his career. 
And most importantly, this time, he opts for a new pictorial strategy that articulates a completely 
new temporality. Instead of carrying or transporting the body from one destination to another, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
321 Robertson 1981, 25. 
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requiring an unspecified duration of time, the figures now hone in on the very specific moment 
when the body is lifted off the battlefield. 
 The exquisite fragment of a Red-Figure calyx krater acquired in 1997 by the Princeton 
University Art Museum (Figure 3.18) preserves enough details to support both a firm attribution 
to Euphronios as well as an identification of its subject matter: Ajax with the body of Achilles.322 
The chance preservation of peripheral figures, albeit in small parts, is also enough to give us a 
general sense of the composition: the core action of Ajax lifting Achilles is surrounded by a 
complex battle scene. Ajax has just hoisted Achilles’ limp body onto his right shoulder while 
kneeling; the visible down-turned head with the dangling tresses of hair as well as the drooping 
arms belong to Achilles (Figure 3.19, left). For Ajax, we are only granted a view of his lower 
body and limited parts of his arms and hands (Figure 3.19, right).323 The subject matter is 
confirmed also by a fragmentary inscription spelling the name [AI]AS, preserved above Ajax’s 
right calf. 
Ajax further reaches out with his left hand to pick up Achilles’ fallen helmet, while 
bracing himself with a pair of spears held in his right hand (missing). This is the very moment at 
which Ajax is ready to push himself up against the ground with the help of the spears and 
perhaps with a grunt, bearing the weight of his fallen comrade. In fact, with a closer look one can 
see that Ajax’s rising action has already been set in motion: he has started lifting the helmet all 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
322 The main publication of this oeuvre is Padgett 2001. 
323 Padgett (2001, 5) speculates that Achilles lies upon Ajax’s right shoulder, owing to the fact that both hands 
dangle inside Ajax’s left knee; this, in fact, does make much sense especially when considering that Ajax’s left arm 
is lowered, while his right arm is turned upward holding the spears, most likely for immediate support of Achilles’ 
weight on the same shoulder, preventing the body from slipping down. If the body of Achilles was on Ajax’ left 
shoulder, the lowering of the latter’s left arm would make it difficult for the body to stay in position. 
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but an inch off the ground, as well as his right knee, which no longer supports his weight by 
resting upon the terra firma, while the preserved tip of his right toes (far left) are shown digging 
firmly into it.  
At such a fleeting moment when Ajax, bearing the weight of Achilles, pushes himself up 
to stand, a fierce battle still rages around the two central figures. It has already been pointed out 
that the centrality of Ajax and Achilles is guaranteed by the preserved parts of the peripheral 
figures.324 On the immediate right of Ajax and Achilles, a Greek warrior charges to the right, 
under which a fallen Trojan sprawls back with a folded knee, very much in the manner of 
Kyknos on the Levy krater, or the fallen Amazon on the Arezzo krater.325 On the far lower-left 
corner, part of a heel lifted off the ground indicates another charging figure towards the left, most 
likely paired with another enemy facing right.326 As we shall see below, the motif of Ajax with 
the body of Achilles set within a battle scene is not only significantly rare, but the known 
examples mostly postdate that of Euphronios. Examples such as the Attic black-figure hydria in 
Munich by the Leagros Group, now thought as being highly influenced by the recently 
discovered Euphronian counterpart in Princeton, give us a fair idea of what the entire scene of 
the latter would have looked like (Figure 3.21).327  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
324 Padgett, 2001, 5. 
325 Fragmentary calyx krater, collection Leon Levy and Shelby White (Euphronios, no. 6; see also Robertson 1981, 
29-34); volute krater in Arezzo (Museo Archeologico Nazionale 1465; Euphronios, no. 13); Padgett (2001, 7) posits 
another figure engaged in combat to the far right (Trojan), by analogy with the Arezzo krater, where Herakles is 
engaged with battling another standing figure behind the fallen Amazon. 
326 See Padgett 2001, 10-11, for the possible identification of the peripheral figures – in analogy with other examples 
– to Odysseus or Menelaos. 
327 Attic black-figure hydria by the Leagros group in Munich (1712); Lissarrague (1990) counts 7 such examples 
where Ajax with the body of Achilles is accompanied by a surrounding battle, out of a total of 95 examples collected 
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A masterly detail shows Ajax’s left arm going through his shield band, securing the 
shield close to his body, protecting this intimate space that the viewer is privy to, against the 
raging battle unfolding around him. This clever positioning of Ajax's "Boeotian" shield provides 
a visual focus and a monumental backdrop for the two main protagonists without obscuring any 
foreground details, and at the same time creates a niche into which we as viewers are invited, to 
witness the unfolding action under the aegis of its protection. The Homeric touch in the colossal 
scale of the shield is hard to miss, as his shield, “like a city wall” is an iconic characteristic of 
Ajax in the battle, repeatedly described in the Iliad.328 
The technical tour de force of Euphronios’ composition is matched only by the intensity 
of drama that is enabled by such thoughtful and calculated arrangements of every detail. Careful 
consideration of the sketch lines enables us to witness the procedures of the artist at work. 
Mapping out minor adjustments reveals that such modifications, however slight, were indeed 
made for a good reason. One remarkable instance is demonstrated by the deliberate shifting of 
the position of the spears, in order to cover Achilles’ eye (Figure 3.20). This is also a testament 
to the great pains the artist went through, most likely after the fact, to then modify the series of 
jumbled layers of arms to get the composition "exactly right".329 We observe in later works that 
may derive from Euphronios' tour de force of a composition, gave up altogether dealing with 
such complexities by inverting their direction so as to conceal them behind Ajax's shield (Figure 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
on the subject matter. His catalog remains the most up-to-date to be published so far, however, far from complete: it 
contains neither the Princeton Achilles fragment (naturally so), nor the Malibu Achilles cup. 
328 See Homer, Iliad, 7.219, 11.472, 17.122, for the expression “sakos eiute purgon = shield like wall”.  
329 Padgett (2001, 9) supposed that the covering of the eyes embodies a simile of death, by literally "closing the eyes 
of the hero." Further evocation of the "beau mort," of Lissarrague (1990) and Vernant (1982) may also be at work. 
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3.21). Whatever the motive of these details, the viewer is invited to participate in them, and 
channel his attention to the specific moment—the very instant of lifting. The conscious contrast 
of the ongoing battle that surrounds the intimate stage within the shield, which focused on the 
split-second moment, shows a sophisticated layering of temporality, as it was in the case of the 
Oltos psykter's musical backdrop created by the aulos player (Figure 3.11). 
The famous Sarpedon vase (Figure 3.22), which needs no introduction, firmly 
corroborates this newfound interest in specifying the moment.330 While preserving the deliberate 
frontality of Sarpedon’s monumental corpse seen on the ex-Hunt Sarpedon cup a decade earlier, 
the interest has yet again clearly shifted to the moment of lifting. Symmetrically placed figures of 
Hypnos and Thanatos hunch their backs and bend their knees, as they struggle to lift up the 
gargantuan body of the hero. And they are precisely caught at the moment where the four flaccid 
limbs of Sarpedon are still in contact with the ground, but are just about to be lifted off; already 
his right hand barely grazes the floor at the fingertips. Not only does Euphronios shift the focus 
to an event that is already short-lived and ephemeral—the action of lifting (as opposed to 
carrying that takes up a longer duration)—he also pinpoints a more specific moment that is well 
defined, recalling his Princeton fragment, which portrays the moment when Ajax's knee and 
Achilles' helmet are being lifted off the ground. Another decade or two later, when the Berlin 
Painter took up the motif of Ajax lifting the body of Achilles, he seems to have taken the idea of 
Sarpedon’s trailing hands and put it to work on Achilles (Figure 3.23).331 As Ajax struggles to 
rise with the colossal body of Achilles, whose feet have just cleared the ground, the latter's 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
330 Rome, Mus. Naz. Etrusco di Villa Giulia L.2006.10; formerly New York, Metropolitan Mus. 1972.11.0 
331 Malibu 77.AE.5. 
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fingertips are shown still resting upon it. Moreover, the representation of two figures lifting the 
body of a fallen warrior, Sarpedon or otherwise, did leave a significant mark on the followers of 
Euphronios, who, with varying degrees of sensitivity, clearly attempted to recreate the heavy 
struggle of the task.332 
In addition, Hermes, whose presence on the Sarpedon krater has always been somewhat 
of an enigma, may also provide a heightened temporality to the oeuvre as well.333 If Hermes’ 
presence were to be interpreted, not as Psychopomp as it is often assumed, but as a messenger to 
mark the temporary cessation of battle in order for the body to be properly cleared away, it 
would provide further specification of the very moment in which the action was meant to 
happen.334 In other words, Hypnos and Thanatos are lifting the body of Sarpedon at some 
specified moment, during which Hermes came and halted the battle. Hermes thus has a function 
that is similar to the battle scene on the Princeton krater: Ajax is lifting the body of Achilles at 
some specified moment, during the raging battle that still continues around them.  
It remains to reflect on whether or not the motif of lifting itself actually has any 
significance. It is far from surprising that the articulation of the specific moment of this task, as a 
strenuous physical activity that pushes the boundaries of bodily functions, was of interest to 
Euphronios. But there may be another explanation, in fact, which resides in the very usage of the 
vase itself. Looking upon the Sarpedon Krater in its entirety, a carefully constructed dialogue 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
332 Two examples stand out: the kylix by the Nikosthenes Painter (London British Mus. E12), and the calyx krater 
by the Pezzino Group (Agrigento, Mus. Arch. Reg. C1956). 
333 For the first identification of Hermes as Psychopomp, see Devambez 1973. 
334 I owe this interpretation of Hermes to Prof. Clemente Marconi. 
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immediately emerges between the composition of the image and the form of the vessel (Figure 
3.24). The curved profiles of Hypnos and Thanatos closely echo those of the handles, as they 
merge into the horizontal body of Sarpedon, reinforcing the handles’ organic blending with the 
unusually thick lotus-palmette frieze on the cul. Such an unusual treatment of the conspicuously 
thick decorative frieze on the cul of the vase was already noted by von Bothmer, and its blending 
organically with the handle zone hints toward a heightened consciousness of the dialogue 
between form and image (decoration).335 Moreover, the two spectator-hoplites book-ending the 
composition strike a cord with the vertical walls of the vessel, while gracefully balanced by the 
diagonals of the divine brothers' wings, alluding, in turn, to the flaring mouth of the vessel. The 
visual balance between image and form also extends to the overall composition: the low center 
of gravity due to Sarpedon’s massive body is perfectly in accordance with that of the 
characteristic shape of the calyx krater, reflected in its low position of the handles.  
Standing one-half meter tall, about a third of a person’s height, the monumentality of the 
krater is unmistakable as the visual and symbolic anchor of the symposium and the centerpiece 
in the festivities where wine was mixed with water. Imagine the vessel in use, filled with wine, 
weighing about 50 kg, close to the weight of a human being.336 What could be more appropriate 
than a representation of a struggle with weight so as to augment the monumentality of the vessel 
itself? Now, imagine a likely scenario in which the half-filled krater, much too heavy to handle 
alone, needed to be moved or adjusted. Two people on either side, stoop down to lift the krater 
from its low positioned handles (Figure 3.25). This blatant visual echo of an image-within-the-
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
335 Bothmer 1976, 488-9. 
336 Calculated in first-order approximation from the radius and height of the vessel. 
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image reinforces the semiotic connection between the monumental vessel, and the so-called 
‘beau-mort’, or beautiful death of Sarpedon’s monumental corpse, both of which are being lifted 
at that very moment. And this visual self-referentiality, both in content and form, highlights the 
temporal specificity that is physically felt, rather than intellectually informed. In other words, the 
temporal coordination required for two people to successfully lift the vessel off the ground 
without spilling any wine, underlines the corporeal struggle of the instant.337 And imagine, even 
if any wine was spilt, it would have imbued Sarpedon’s bleeding wounds with uncanny realism. 
The kalos inscription running prominently across the upper part of the frame thus praises not 
only Leagros, but also the body of Sarpedon and his youthful death, which has preserved his 
excellence (arete); on a structural level, this further extends to the object itself, the ultimate 
product, which is the entire vessel.338 
 This is where the notion of Merleau-Pontian embodiment, that consciousness is informed 
by the intersensory dynamics of the body, can be elaborated with the Bergsonian model of 
memory and perception. According to Henri Bergson, somewhat abstrusely recounted in his 
chef-d’oeuvre Matter and Memory, at the moment of perception—which he dubs the present—
past experience stored in the form of “memory-images”, activates the sensorimotor component 
of the body, as a sort of Pavlovian response-mechanism.339 This allows the viewer to understand 
the perceived image of Sarpedon being lifted, activated by the memory of the vessel’s daily use, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
337 It is a rather common experience that heavy lifting with two people is customarily coordinated with counting. 
338 For Euphronian kalos inscriptions, see Boardman 1992; To this effect, Turner (2004, 67-69) attempts an 
iconological reading of the imagery of Sarpedon with an explicitly funerary symbolism that has Dionysiac ties 
which, as we shall see, may not be entirely far-fetched. He also ties the kalos inscription to the iconography of death 
(kalos thanatos) 
339 Bergson 1994. 
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literally through one’s own bodily reaction. In other words, the symposiast will physically feel 
the moment portrayed, through past experience, in the present moment of perception.  
 The significance of the lifting motif (or carrying for that matter) in the context of the 
vessel's usage is seen as early as c.570 BCE with the Francois vase, which also happens to be 
when the epic heroes' identities as Ajax and Achilles were concretized with inscriptions. This 
motif of Ajax bearing the weight of Achilles was in fact consciously reserved for the registers on 
the handles from which the vessel was lifted and carried; moreover, the form of Achilles' bent 
body echoes closely the form of the arched handle below (Figure 3.26). Once we leave the 
handle and volute, we need not go very far before encountering yet other instances of carrying: 
slightly below and to the right, we see a youth carrying an hydria, either placing it at or taking it 
away from the spout in the fountain house (Figure 3.27-28). Placed symmetrically on the other 
side of the handle, we see satyrs carrying wineskin as well as a Maenad (partially preserved), as 
part of the procession that makes up the episode of the Return of Hephaistos (Figure 3.29)—it is 
difficult to envision the entire ensemble of carrying motifs assembled around the handle as but a 
coincidence. 
In Attic vase painting before the time of Euphronios, most interestingly, the rare motif of 
lifting, and to a lesser extent that of carrying, have only one other major application apart from 
the retrieval of a dead body, and it is characteristically Dionysiac. These include the lifting of 
heavy symposiastic implements, such as vessels and wineskins, which are mostly carried by 
satyrs, who, in turn sometimes carry or lift Maenads as well. On one remarkable, yet overlooked 
black-figure column-krater in Paris, the same motif of carrying is preserved on the two sides of 
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the vase, one in a heroic context of Ajax and Achilles, and the other, utterly Dionysiac (Figure 
3.30).340 The visual parallel between the wineskin bearing satyr and Ajax carrying Achilles is so 
striking that the purposeful juxtaposition on the two sides of the krater is unmistakable. Another 
very unusual kylix in the collection of Cabinet des Médailles features a complete mélange of the 
motifs of Ajax carrying Achilles and a dionysiac thiasos within the same field (Figure 3.31). 
Both sides of the cup repeat the same composition: Ajax (with a Boeotian shield), carrying the 
body of Achilles, strides towards the right, amidst women and youths carrying vines in an almost 
festive atmosphere. Pairing of a mythological subject matter and a dionysiac motif on either side 
of the vase is not particularly uncommon; however, such explicit blending of the two subjects 
within a single frame may allude to a deeper structural connection.341  
 At the turn of the fifth century, we see an explicit interest in a literal depiction of the lifting 
of sympotic vessels, or a vessel filled with bathing water in the case of the Hermaios Painter's 
cup (Figures 3.32-3.33). This also brings us full-circle to the motif of athletic lifting. In an 
athletic context, weight-lifting, yet different from weight-training mentioned before, had a 
significant role in defining the strength and prowess of an athlete.342 We have half a dozen 
archaeological finds that attest to the activity of weight-lifting: large stones weighing from 200 to 
1000 pounds (!) are inscribed as having been lifted off the ground or thrown by named 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
340 Louvre F305, undated and unattributed in the CVA, Paris Louvre 2, III.He.4 (pl. 75, 3.5.8), but likely predates 
c.520 BCE, to which the early Euphronian kylix dates. 
341 The frequency of the Ajax-Achilles motif paired with a dionysiac motif on two different sides is not uncommon 
according to Woodford and Loudon (1981, 27), who counted at least such 10 examples, while their catalog amounts 
to 64 in total. It remains to be seen, however, whether this is statistically significant compared to similar pairings to 
dionysiac motifs outside that of Ajax-Achilles. 
342 Crowther 1977; also Sweet 1987, 102-5. 
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athletes.343 And Milo of Croton, a well-known athlete of the 6th century BCE, was presumably 
famous for carrying a bull.344 We have a few instances in vase painting around 500 BCE, 
indicating the lifting of stones as part of a familiar activity that had some currency (Figures 3.34-
3.35). When we consider the fact that these are tondos of cups, interiors that will only be 
revealed to the symposiast after the act of imbibing the wine by lifting and tipping the cup, we 
may be able to entertain an amusing consequence. It is a reference, perhaps, to the weight of the 
cup or its lightness for that matter—a sign for a refill. 
 
3.4 Dropping Objects 
 A relatively comprehensive treatment of the motif of dropping objects by Detlev Wannagat 
is found in the 2003 Festchrift for Peter Bol entitled, Zum Verhältnis von Raum und Zeit in der 
griechischen Kunst, which signals the growing contemporary interest in exploring the theoretical 
relationship between time and space in the field of ancient Greek art.345 Wannagat identifies four 
completely independent subject matters that systematically show a sudden interest in portraying 
objects that are caught in the moment of falling and are shown suspended in mid-air. These four 
subjects are: 1) The Recovery of Helen by Menelaos, 2) Odysseus' Encounter with Circe, 3) The 
Ambush of Troilos, and 4) Herakles and Busiris. Wannagat identifies this sudden change across 
all four subject matters to occur around 490-480 BCE, which becomes more common around the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
343 E.g., a lifting stone from Thera, weighing 1056 pounds was found with an inscription: "Eumastas, son of 
Kritobolos, lifted me from the ground" (IG 12.3.449). 
344 Quintillian, Institutio Oratia 1.9.5. 
345 Wannagat 2003. 
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mid-fifth century.  
 The Recovery of Helen by Menelaos, which enjoyed a long popularity in vase painting, is a 
classic example that exhibits a notable chronological change in its narrative content. Extant 
representations start in the early 6th century BCE and are dominated by the figure of Menelaos 
grabbing and threatening Helen with his sword drawn, while leading her away (Figure 3.36).346 
At the turn of the 5th century BCE, however, the scene turns into a pursuit, and we see first 
instances of the sword being dropped out of Menelaos' hand around 490 BC. The example in 
Figure 3.37 by the Berlin Painter shows not only the sword dropping, but also a split-narrative 
pursuit scene, a motif that will be dealt with extensively in Chapter 4.347 In fact, while the earliest 
scenes of pursuits are attested from the time of Oltos at the end of the 6th century, the sword-
dropping motif seems to come from a little later, with the Berlin Painter (c.490 BCE). All three 
instances of pursuit that we have by the Berlin Painter show Menelaos invariably dropping his 
sword, which encourages the idea that the invention of the motif may have had something to do 
with this artist, whose exploration of the spatio-temporal structure of the vase is well known.348 
The sword-dropping of Menelaos becomes standard fair by mid-fifth century, and the 
protagonists are often accompanied by Aphrodite and Eros, providing a causal context to 
Menelaos’ sudden change of heart (Figure 3.38).349  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
346 Red-figure example dated to c.520-500 BCE, cup by Elpinikos Painter. Boston MFA 13.190 (ARV2 119.3). 
347 Naples, Mus. Arch. Naz. 126053 (ARV2 202.88). 
348 Other two are: Vienna Kunsthistorische Mus. 741 (ARV2 203.101); Oxford Ashmolean 1965.123 (ARV2 208.154); 
See Wannagat 2003, 68, for referring to the vase by Onesimos which may slightly predate the Berlin Painter's 
oeuvres. 
349 Paris Louvre G424 (ARV2 1077.5). 
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 Many scholars have debated the extent to which these changing modes of depiction concur 
with or derive from different literary traditions. Its curious assimilation to the standard “erotic 
pursuits” of enormous popularity on vase painting has certainly not gone without notice.350 In 
fact, both Aristophanes and Euripides explicitly state, with a tinge of irony, that Menelaos threw 
away his sword at the sight of her “breasts”.351 While this has caused significant confusion in 
interpreting the vases regarding the exact degree of Helen’s nudity (which is virtually non-
existent), I would venture to suggest, in this particular case, it is more likely that the later 
dramatists were inspired by the popular visual tradition established generations before, rather 
than the reverse—that some literary tradition had caused a change in vase painting—which has 
always been the dominant view. Whatever the source, the sword caught in mid-air is a clear 
index to a fleeting instant. The change in the narrative depicted for this subject matter, i.e., from 
threatening and leading Helen away, into a hot, rapid pursuit and an indication of Menelaos' 
"change of heart", one cannot help but notice, has resonances with the above-mentioned 
Euphronian development from carrying to lifting. In other words, a change in the narrative 
content seems to have occurred in order to better suit the punctum temporis.  
 The case of Circe and Odysseus is another example where the narrative content shown is 
modified from an earlier iconographical tradition. This time, however, it is not necessarily 
achieved by changing the tone of the story, as it was with the case of Helen and Menelaos, but by 
focusing on a later part of the known narrative. Archaic black-figure representation of the subject 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
350 See, for example, Hedreen 1996, 156ff; also Kahil 1988 for the general iconography of Helen. 
351 Lysistrata 155-6; Andromache 629-30. 
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invariably shows Circe mixing and administering the potion, as in the Boston Circe kylix.352 This 
very vase is, in fact, an exemplary display of the synoptic narrative as mentioned earlier, showing 
not only the various stages of the metamorphoses that Odysseus' men is going through all at 
once, but also showing Circe still mixing the potion and handing it over to one of his men (who 
has already gone through partial metamorphosis!). Moreover, Odysseus is seen entering from the 
very left, with his sword drawn, which seems to belong to a later moment. It is precisely this 
moment that the later vases in the fifth century focus on, when Odysseus' menace has caused 
Circe to drop both her vessel and her wand (Figure 3.39).353 
 The calyx krater in New York by the Persephone Painter (Figure 3.39) shows a scene in 
which the bearded Odysseus, wearing a petasos and a chlamys, charges towards Circe with his 
sword drawn; Circe, clearly alarmed, is shown fleeing in the same direction, while her head is 
turned back towards Odysseus, as she extends her right hand towards him that approximates a 
gesture of a plea. Her upturned, open palm, however, may have a double significance, because 
beneath her outstretched hand are her lethal weapons falling—the skyphos and the magic wand. 
These two items are shown hovering in mid-air between the figures of Odysseus and Circe, as if 
she has just dropped them a split-second ago. The chair behind the charging Odysseus belongs to 
Circe, as she is sometimes shown seated. The distance between Circe and her chair is an 
indication that a finite time has elapsed since she first noticed Odysseus, which presumably 
caused her to leave the chair to begin with. Even Odysseus has moved past it in hot pursuit of 
Circe. Auxiliary figures of Odysseus' men, already having gone through partial metamorphosis, 
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353 New York 41.83 (ARV2 1012.3). 
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also follow suite with their dumbfounded posture with raised arms, reinforcing the general 
direction of the pursuit. Narratologically speaking, these figures can be seen as something of an 
analepsis, immediately reminding the viewer of an earlier episode of the narrative, when Circe 
had caused them to change their appearances by using her wand and the potion-filled cup, which 
she no longer has in her possession. Despite their referring to an earlier moment, their 
participation remains faithful to the true monoscenic narrative of a snapshot, heightened by the 
falling objects caught in the moment. There has, in fact, been an atemporal reading of such 
dropping objects; Nina Strawczinski argues that the dropping-object motif is not necessarily a 
device to enhance the temporal specificity of the image, but rather, an attribute of the figures 
themselves, i.e., that they are an indication of the state of Circe who is no longer dangerous, or 
Menelaos who is no longer intent on killing his wife.354 While the attributive affect of the falling 
object should not be overlooked, it is still primarily a significant and explicit temporal device, 
and it serves as the centerpiece around which a complex layering of temporality is shown, 
without compromising the integrity of the punctum temporis. 
 It is apparent that the Circe scene on the New York krater is precisely in the structure of an 
erotic pursuit, similar to the way the later scenes are of Helen and Menelaos.355 Apart from the 
drawn sword, everything from Odysseus' attributes to Circe's fleeing posture replicates exactly 
the most common fifth-century heterosexual erotic pursuits that feature a Theseus-like youth.356 
The only unambiguous iconography is the falling skyphos and wand (as well as the 
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355 Although Sourvinou Inwood (1991) would disagree. 
356 For pursuits featuring Theseus, see Sourvinou-Inwood 1991, 59-65. 
 163	  
metamorphosed men). Moreover, the erotic component of the narrative outcome between 
Odysseus and Circe would have been well known to contemporary viewers. And by looking at 
the entire vessel, we immediately realize that a reference to the erotic pursuit is in fact quite 
explicit, as the latter is shown directly below the main scene (Figure 3.40, left). The decorated 
portion of the vessel is split into two separate frieze-like registers, and while the Odysseus and 
Circe narrative occupies the upper register, the lower register shows a common erotic pursuit: a 
youth wearing a chlamys and petasos and holding spears, pursuing an anonymous woman. Both 
registers of the vase, therefore, are clearly all about (erotic) pursuits. The other side of the vase, 
while not exactly in continuation of the same narratives from the obverse, also shows the general 
elements of pursuit with figures running or fleeing (Figure 3.40, right). Other examples of Circe 
and Odysseus during this time are clearly shown as an erotic pursuit with the falling objects, 
without which one would not be able to identify the exact subject matter.357  
 In the two remaining subjects, unlike the previous two, the narrative content of the 
representation remains the same even when falling objects are introduced. When Achilles 
pounces on Troilos from behind the fountain, from which Polyxena was drawing water, she flees 
in surprise and drops her vase. Early to mid-6th century examples in black-figure show Polyxena 
fleeing, and her vase is characteristically shown already on the ground, and often broken (Figure 
3.41).358 In later examples, however, while the rest of the composition stays the same, Polyxena's 
vase is now simply caught in mid-air (Figure 3.42).359 There seems to be no visible change in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
357 Erlangen, Friedrich-Alexander-Universitat 261 (ARV2 651.21); Warsaw, National Museum 7653. 
358 London, British Museum, 1837.6-9.41 (ABV 361.17). 
359 Malibu 81.AE.183.2. 
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narrative content at this time. What is peculiar to the case of the Ambush of Troilos is that the 
falling object—the vase of Polyxena—was in fact already part of the narrative in the original 
iconography. It would have been a relatively minor conceptual leap to change what was already 
part of the earlier iconography: the "dropped" vase on the ground, into the "dropping" vase in 
mid-air. Note also, that the structure of a "pursuit" is kept quite alive; as we will see in Chapter 4, 
the Ambush of Troilos and Polyxena is one of the oldest in the repertoire of black-figure pursuits 
that predate the red-figure "erotic" pursuits of the 5th century BCE. Again, just as in the case of 
Odysseus and Circe, the erotic dimension of the pursuit cannot be ignored; after all, according to 
tradition, Polyxena was sacrificed at the tomb of Achilles to accompany him to the underworld 
as his bride.  
 Finally, we come to the story of Herakles and Busiris, which pertains to another "surprise 
attack". The story related in literary sources is usually concise, and the earliest account comes 
from Herodotus, which labels it as a "silly story they tell about Herakles," for it "shows the 
ignorance of the Greeks of the character and customs of the Egyptians" (2.41.1). The lost satyr-
play Busiris by Euripides may have also highlighted the rather comical nature of the narrative. 
Isocrates also disdains the truthfulness about the story, trying to discredit the account by 
claiming that Herakles lived during a much later period than Busiris, as does Strabo, which is 
indicative of the political origin of the mood that tries to remove the stigma attached to Egypt.360 
In any case, the common narrative recounts that Herakles, passing through Egypt in search for 
the apples of Hesperides, encounters Busiris the Egyptian king, who follows the custom of 
sacrificing all visitors according to an oracle. It is often said that Herakles deceptively submitted 
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to being led to the altar to be sacrificed; then at the very crucial moment, he unleashed his true 
nature, namely, that he broke his chains, and slew not only Busiris, but also his son Amphidamas 
and his herald.361 The extent of Herakles' massacre is usually portrayed in accordance with his 
superhuman character. Especially towards the early-fifth century, the Herakles-Busiris episode is 
often shown on an expansive scale, being represented on shapes such as the hydria and the kylix 
that allows for a continuous frieze of figures.362  
 On the Swing Painter's black-figure amphora dated to c. 540 BCE, as Herakles wreaks 
havoc, one can see his astounding superhuman strength in his wielding as a club, not a small 
child as in the well-established Illioupersis scenes, but a full grown adult he holds by the ankle 
(Figure 3.43).363 The dynamic character of scene is unmistakable, and the sacrificial basket, here, 
is shown laying on the ground to the left of Herakles. In the Troilos Painter's hydria in Munich 
(c.480 BCE), while no objects are shown dropping, the chaos of the scene is portrayed even 
more effectively with fluid lines and unsustainable poses (Figure 3.44). 364 The figure of Busiris 
is leaned so far back that he is inches away from falling flat on the altar as a sacrificial victim 
himself. The otherness of the Egyptians is henceforth registered on more than one level: the 
chaotic gesticulations befitting the barbarian ethos, and the negroid features or baldness that 
signals their foreign appearances (Figure 3.47).  
 Both the Dokimasia Painter's cup in Ferrara (Figure 3.45) and the London Painter's 
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362 Wannagat 2003, 72. 
363 Cincinnati, Art Museum: 1959.1; Paralipomena 134.23TER. 
364 Munich, Antikensammlungen J342 (ARV2 297.13). 
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stamnos in Oxford (Figure 3.47), dated to c.480 and c.470 BCE respectively, signals the onset of 
the dropping-object motif for this subject matter; and both vases utilize the entire vessel to 
convey an all-around action scene that has far-reaching consequences: a ubiquitous chaos.365 The 
Dokimasia Painter's cup shows Herakles on the far left end of side A, wielding his bow in one 
hand and his club in the other, while the Egyptian priest just to his right, wearing a long garment 
evoking female drapery, has just dropped his sacrificial knife (Figure 3.45, above). The scene 
continues to the other side, where three figures flee in the same direction with their arms wide 
open; two hydrias are shown flung about and frozen in mid-air to the either side of the central 
figure; the one on his right seems to be shown already broken into two pieces (Figure 3.45, 
below). And the final revelation in the tondo of the cup (Figure 3.46), shows perhaps Busiris 
himself; he is portrayed wearing a feminine gown, each hand carrying a vessel and sacrificial 
implements, in the act of fleeing for his life. His intensely worried expression as he gazes back 
over his shoulder would make the conclusion of the viewing experience while using the cup in a 
symposium, a suspenseful cliffhanger, as the symposiast would be familiar with the narrative of 
Busiris' impending doom. Once again, the feminized barbarian king is not unlike many a fleeing 
figure of a woman also frequently shown in tondos of cups, as an index to the "victim" in the 
popular iconography of the erotic pursuit. The Oxford stamnos, on the other hand, shows a 
temporal precision that is more localized at the scene of the altar (Figure 3.47). The sacrificial 
knife is being dropped literally in front of the altar, emphasizing even more the suddenness with 
which Herakles reverses the plot and seizes the negroid attendant to be sacrificed in his stead. 
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The common element to all four iconographies of dropping objects reviewed above, as noted by 
Wannagat, is the rupture in the narrative, the "sudden turn of events" that denote a dramatic 
surprise expressed within the characters.366 And there indeed seems to be a visible trend in 
limiting the type of characters that are allowed to display such a pathos of surprise. These are the 
characteristic "Other"—women, sorcerers, and barbarians, who do not follow the standards of 
sophrosyne.367 In the case of Menelaos, Wannagat provides an apologia for being "under the 
influence of the divine power of Aphrodite," but since the goddess is not always present in these 
scenes, the exceptional case of Menelaos may in fact be a deliberate pun that underscores the 
absurd, comical nature of the scene.  
 To the corpus of images consisting of the four subject matters identified by Wannagat, we 
can add a few isolated instances from the second quarter to the mid-fifth century. Most of these 
cases conform to the protagonist's characteristic status as the "Other," but a curious case is shown 
on a chous in Berlin (Figure 3.48). 368  Between the figures of Athena and Marsyas the 
problematic double pipe is shown dropping in mid-air, presumably thrown by Athena. But the 
integrity of Athena is preserved by transferring the element of "surprise" to the figure of 
Marsyas, who gesticulates wildly at the sight, not of the "fallen" pipe, but of the pipe caught at 
the very moment it was thrown and still suspended in mid-air. Also notable are the scenes of 
amazonomachy, especially on the krater in Gela by the Niobid Painter, in which a falling 
Amazon has just dropped her eagle headed sword, while a single arrow is also caught in mid-air 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
366 Wannagat 2003, 74. 
367 Wannagat 2003, 73. 
368 Berlin, Antikensammlung F2418; see also Cohen 2000, 201. 
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above her.369 A similar krater in Bologna shows an ownerless eastern headgear in the midst of 
falling under the mounted Amazon who is also doomed to fall off her horse.370 Interestingly 
enough, these amazonomachies are thought to have derived from their large-scale painted-panel 
counterparts in the Kimonian Theseion and the Stoa Poikile.371 If this is truly the case, there is a 
good probability that the dropping-objects motifs were part of the pictorial strategy that 
enhanced the drama in these monumental paintings, which puts an interesting perspective on 
their narrative strategies as a whole. One cannot help but picture in mind, the very last stages of 
the Marathon painting, where the Persian forces are being massacred at their ships, with many a 
panic-stricken Persian falling off their boats, and their weapons and implements caught dropping 
in mid-air amidst the raging chaos.   
 It has been noted that the rise of the pictorial strategy of falling objects indicates a 
systematic interest in the narrative turning point, or peripeteia—the reversal of fortunes—that 
was emphasized so vigorously by Aristotle later in his Poetics.372 It is well known that these 
reversals in Tragedy, according to Aristotle, must accompany anagnorisis—recognition or 
discovery—as well as maintain an intimate connection to the pathos of the moment, which is 
ultimately what allows the viewer's participation.373 While not all of the scenes (outside of the 
four subjects identified above) that employ dropping objects show a sudden narrative reversal, or 
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the Plötzlichkeit of Wannagat, it is certainly true that the repeated employment of the motif 
within the corpus of four well-defined subjects underscores the conscious catering to the 
dramatic intensity of the moment. And at times the vase painters seem to have gone at lengths to 
capture this intensity by either changing the canonical narratives, or choosing a different part of 
the narrative to better suit their needs for temporal specificity.    
 Lastly, it must be mentioned that the clear correlation seen between the appearance of the 
dropping-object motif in the above-mentioned subjects, and their representation as an erotic 
pursuit merits a closer look. The close interconnection of the two pictorial strategies is highly 
suggestive of a common goal, as the excitement that comes with the sensation of a chase is not 
unlike the dramatic pinpointing of a climactic moment of reversal and surprise. As the next 
chapter deals with the pursuit motif in much detail, it will become clear that whatever the socio-
political motives were that caused the exploding popularity of the erotic pursuit in the early fifth 
century, there may be a simpler, more direct physiological and perceptual explanation. And this 
explanation has primarily to do with a new temporality that has to do with a longstanding 
tradition of the kinesthetic appreciation of imagery, which allowed the manipulation of vision 




 The need for ever-increasing sensory experiences tied to the temporality of viewing is 
evidenced by the early fifth-century BCE, among other things, through the clearly established 
popularity of tragedy. As referred to many times within this volume as well as in previous 
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scholarship, tragedy was exceptional in showcasing a sense of urgency through its tight-knit 
structure of events, with its narrative usually taking place within a single day. And that the visual 
arts were catering more and more to the notion of embodied viewing during this period is 
particularly evident with the rising popularity of the dropping-object motif. This is especially 
suggestive in its connection with the narrative structure of tragedy that reached its climax with a 
dramatic peripeteia, and the emotional involvement necessary to ensure its success.  
 There is, however, another a more direct perceptual characteristic of the dropping-object 
motif, independent of the narrative of the subject matter, that ensures its place in the embodied 
framework. This is the blatant self-referentiality that the motif often displays. Three out of the 
four subject matters examined above repeatedly feature the dropping of vases. In other words, 
imagine a symposiast holding a sympotic vessel in his hand, which shows an image of a vase 
falling out of someone else's hand. At that moment, he would intuitively feel the fragility of the 
vase he is holding lest it fall from his grip. And how many times, we ask ourselves, did we see 
with our own eyes that time slows almost to a screeching halt, when we accidentally, to our very 
horror, drop a glass that we cannot save from shattering to a million pieces? At that very 
moment, when we know all is lost, as the fragile vessel tips over the counter—it is during this 
millisecond that our brain plays neurological tricks in order to make us reenact a dozen times 
over in our mind, reaching out with our hand to catch the falling vessel, but to no avail.374 How 
many times, then one might ask, did an average symposiast in the many years of drinking to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
374 There has been numerous neurological and cognitive studies on duration judgments at short intervals, especially 
that has to do with time perceptions around eye movements, which lead us further into understanding the mechanism 
of the so-called "slow motion effect" in crisis situations such as accidents. See Yarrow et al. 2001; Morrone et al. 
2005, and Terao et al. 2008; See also Eagleman 2008 for addressing it under the notion of post-event "illusion". 
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early hours of dawn, drop and shatter his own kylix? Or witnessed an oinochoe get knocked over 
from the table by his fellow banqueter, who couldn't stand straight? And felt helpless as the 
falling vessel, in very slow motion, crashed into the ground? 
  The notion of the embodied viewing experience that allows us to feel the heightened 
specificity of the moment portrayed, informed by the intersensory dynamics of one's bodily 
senses, memory, and visual perception, is thus crucial to understanding the how these images 
were viewed and consumed. And such a heightened awareness of the phenomenology of time is 
clearly shown in the three different categories of images examined above—jumping bodies, 
heavy lifting, and dropping objects—all of which have to do with, one way or another, arresting 
movement or identifying a split-second moment in the constant struggle against gravity. Whether 
it was the complex spatio-temporal coordination of an athletic activity, the strain of lifting heavy 
objects, or the fear of fumbling fragile objects, it was such bodily memories in the Bergsonian 
sense that channeled and informed the understanding at the moment of perceiving such images. 
The breakthrough in the visual arts shown in the late-sixth and early-fifth century BCE, 
showcasing a new kind of temporality, is thus articulated precisely in allowing such sensory 
modes of viewing that intuitively allowed the viewers to feel time; and as I hope to have shown, 
it was the Pioneer Group, and especially Euphronios, whose bold yet delicate experiments tapped 
into the notion of the punctum temporis, using the spatiality of their medium to its fullest, that 
enabled a profound change in the way people related to their images. 




CHAPTER 4.  Catch Me If You Can: An Anatomy of Suspense in  
Erotic Pursuits on Greek Vase Painting 
 
4.1  Introduction 
 
 The theme of pursuit is an age-old motif, going back to numerous representations of 
hunting, pursuits on the battlefield, as well as scenes from the known repertoire of myths—
immediately bringing to mind characteristic portrayals on seventh century Protoattic vases of 
Perseus being chased by the Gorgons.375 The central focus of this chapter, however, is a 
particular, well-defined subset of pursuits, categorized under the heading “erotic pursuits,” which 
became immensely popular around the turn of the fifth century. By a conducting a close 
investigation of the phenomenon of pursuits, and erotic pursuits in particular, I plan to elucidate 
yet another pictorial strategy that elaborates the new kind of temporality discussed in this 
dissertation so far, embodied by the notion of kairos. The temporality seen in scenes of pursuits 
has very much to do with the tension between seizing the moment and delaying it, all in the 
service of suspense. Moreover, the "erotic" undercurrent of the motif provides ample 
opportunities for a heightened mode of embodied viewing in the context of the symposium. 
The erotic pursuit is shown usually with one figure pursuing or chasing another, with 
clear erotic intent—whether the intended result is sexual subjugation (rape), abduction, or 
possibly even marriage. Considerable scholarly attention has been devoted to the subject, from a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
375 Note, for example, the famous “Eleusis amphora” by the Polyphemos Painter. 
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variety of angles that predominantly have to do with gender, power, and politics.376 Naturally, 
the emphasis on the power imbalance between the pursuer and the pursued has encouraged a rich 
variety of interpretations, symbolic and otherwise, according to the individual actor’s status—be 
they female or male, young or old, Greek or foreign, and human, divine, or semi-divine.377 The 
pursuer and the pursued can assume almost any permutation of identities, with the sole exception 
of the human-female, who has been traditionally thought never to adopt the role of the 
pursuer.378 While it is true that human female pursuers are the least common of all, it will 
become clear that they are certainly not absent altogether.     
 With very few exceptions, the so-called erotic pursuit has been thought to be exclusively 
a red-figure, fifth-century vase painting phenomenon, and became popular enough to be 
considered a stock motif in fifth-century Athenian vase painting. So much so, that some 
mythological narratives, which were rarely if ever represented as a pursuit before the fifth 
century, clearly take on the character of a chase towards the middle of the century, thus changing 
the overall mood and meaning of the scene. The Recovery of Helen by Menelaos and, to a 
slightly lesser extent, the Capture of Thetis by Peleus are two such themes that are well 
represented in black figure vase painting, which undergo such a change. Meanwhile, most of the 
well-known myths that lend themselves to erotic pursuits (a majority of them divine figures 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
376 For a brief overview on current scholarship and methodological concerns regarding erotic pursuits, see in 
particular, Stansbury-O’Donnell 2011, 94-99, and Lewis 2002, 199-205. 
377 Two early studies stand out especially for their methodology, as pioneering works of structuralist approaches, 
whose importance extends beyond the subject of erotic pursuits: Hoffman 1977; Sorvinou-Inwood 1991. 
378 The sole example that has been discussed as a possible “anomaly” is the rhyton in the British Museum (E796), 
showing an attribute-less woman pursuing a youth, but even then she is usually considered an exceptional case of a 
“wingless” Eos (Lewis 2002, 200).   
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pursuing human characters) appear for the first time altogether in red-figure vase painting as 
such; the pursuit of Ganymede or Aigina by Zeus, and that of Oreithyia by Boreas are some 
subjects among many that are notably absent in black-figure vase painting.379 The latter two in 
particular—the “rape” of Aigina and Oreithyia—have been the focus of a controversial study by 
K.W. Arafat, who, encouraged by their narrow chronological window around the second quarter 
of the fifth century, ventured overtly politicized readings as direct symbols of concurrent military 
conquests.380  
 It is commonly held that erotic pursuits appear around 490 BCE and gain much 
popularity in the following half-century.381 Apart from a few such specific attempts to explain 
the sudden appearance of individual pursuits scenes, there has been no significant effort to 
address the origin of the phenomenon as a whole. Why the sudden fascination with “the chase”? 
This final chapter is an exploratory attempt to answer the question of why erotic pursuits gained 
so much currency in the fifth century, by contextualizing them to the developing notions of time 
in the society at large. This brings us once again to the key concept of kairos, whose 
personification as the youngest son of Zeus was attested by the mid-fifth century BCE, not least 
for the rather conspicuous resonance that Kairos shares with the notion of pursuit—as a highly 
elusive figure that one must seize upon. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
379 Lear and Cantarella 2008, 88; Arafat 1990; Arafat 1997, 109-114; cf., for possible black-figure Ganymede scenes 
see Kaempf-Dimitriadou 1979, 8. 
380 Arafat 1990, 77-86; Arafat 1997, 109-114.  
381 Stewart 1995; Osborne 1996; Lear and Cantarella 2008; Lewis 2002; Arafat 1990, 1997; Barringer 2001; Dover 
1989. 
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 To treat the entire corpus of erotic pursuit as a whole, in addition to its abundant 
interpretative possibilities, would require a full separate volume in itself. The first part of the 
chapter will nonetheless attempt to make sense of roughly 1250 vases of pursuit scenes (on both 
black- and red-figure vases, including non-erotic pursuits, such as hunting, or military pursuits) 
identified in the Beazley Archive, by providing some basic statistics. Such a statistical study of a 
comprehensive corpus of pursuits, to my knowledge, has never been attempted.382 Most studies 
to date have concentrated on significant but distinct subsets of the corpus—which may not even 
be exclusively about pursuits per se—such as hunting, homosexual eroticism/pederasty, 
heterosexual pursuits, divine pursuits, or sexual violence.383 A basic statistical examination of 
pursuits in general will thus attempt to reassess some of the broader claims that have been made 
regarding developmental trends in erotic pursuits.   
 The more in-depth focus of the chapter, however, is to offer a close examination of an 
important subset of pursuit scenes, not by subject matter or symbolic content, but of a purely 
formal characteristic: those that employ a particular narrative strategy, where the pursuer and 
pursued are separated on the two different sides of the vase. Such a device is quintessentially 
known as the signature style of the Berlin Painter, whose famed Attic bell-krater in Paris with 
Zeus and Ganymede is indeed one of the earliest known examples of erotic pursuits done in this 
manner.  The majority of subsequent representations of erotic pursuits seem to owe a great deal 
to the Berlin Painter’s archetype. It is argued here, however, that the Berlin Painter’s portrayal of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
382 After the completion of writing this dissertation, I have learned of a forthcoming study by Stansbury-O'Donnell. 
383 The archetypal studies on the various subjects are, hunt: Schnapp 1997, Barringer 2002; pederasty: Lear and 
Cantarella 2008; heterosexual pursuits: Stewart 1995, Sourvinou-Inwood 1991; divine pursuits: Kaempf-dimitriadou 
1979, and Arafat 1990. 
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Zeus and Ganymede has direct precedents in the inventions of the Pioneer group, notably 
Euphronios, which was designed specifically in order to heighten the feeling of suspense by 
controlling and delaying the viewer’s access to the image. Moreover, a curious, unexpected 
result of examining general pursuit scenes is that such a pictorial narrative device may relate 
back to a specific corpus of black figure precedents of miniature style, notably on mid-6th 
century Little Master cups.  
 The previous chapter argued for a new visual, phenomenological understanding of 
temporality that was underway with the Pioneer Group, with a particular sensitivity to capturing 
a veritable moment. The masterful use of delaying visual access in service of suspense adds yet 
another dimension to the notion of embodied viewing, especially in the physical context of the 
symposium, where gazing was an essential part of the experience. By investigating the notion of 
suspense—in particular the so-called “paradox of suspense”—as understood in narrative studies 
by contemporary film theorists, this chapter provides an alternative framework with which to 
understand scenes of erotic pursuits: first and foremost as an embodied viewing practice. This is 
a practice that requires active participation and identification. Such a claim is supported further 
by the disappearance of spectator figures around 500 BCE—which had been a standard formula 
in black figure vase painting—shifting the viewing paradigm from “witnessing” to 
“empathizing” without a mediating agent.384 Ancient theories of vision, especially in relation to 
the eroticized gaze, coupled with the nature of the pursuit in which visibility has everything to do 
with the successful capture (or escape), strongly suggests that the strategy of delayed visual 
access was a deliberate one.  
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 Moreover, such visual narrative strategies must have effectively appealed to the 
heightened senses of the viewership, who were being ever more attuned to notions of suspense; 
this is made tangible by exploring related literary narrative techniques and stagecraft employed 
by the tragedians of the day. Aeschylus, in particular, who carries the ancient Greek equivalent 
of Hitchcock’s epithet—the master of suspense—consciously deploys techniques to delay certain 
narrative elements for heightened suspense, as well as interlaces on- and off-stage narratives to a 
similar effect, by depriving and delaying the viewer’s visual access to the dramatic narrative. 
Here, Oliver Taplin’s seminal study, The Stagecraft of Aeschylus, concentrating almost 
exclusively on the tragedian’s entrance and exit strategies, provides a suitable jumping-off point 
for illuminating structural affinities, from a phenomenological standpoint, between two very 
different media within the visual culture of 5th century BCE Greece.385  
 Lastly, it is worth mentioning the possibility of a more direct, tangible connection 
between erotic pursuits on vase painting and Greek drama, by way of two lost satyr plays by 
Aeschylus: Amymone and Oreithyia.386 While searching for direct connections between visual 
culture and the various literary genres in ancient Greece has been relatively unfashionable of 
late, the contemporaneity of more than one dramatic oeuvre with the sudden appearance of both 
subject matters on vase painting is indeed highly suspect. These lost satyr plays of Aeschylus, 
undoubtedly centered around their eponymous female characters’ pursuits by Poseidon and 
Boreas, respectively, may have even had a component of physical chase on stage, given the 
burlesque nature of the genre.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
385 Taplin 1977. 
386 See, for instance, Simon 1967; Arafat 1997; see also Ussher 1977. 
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 4.2 Precedents for Red-Figure Erotic Pursuits  
4.2.1 Protocorinthian Pursuits 
 
 A total of 341 black-figure vases from the Beazley Archive Database, including 
fragmentary ones, are documented as representing pursuit scenes, or “chases” of any kind.387 A 
vast majority of these are Attic, and dated to the second half of the 6th century BCE. A total of 
24 of the 341 vases, however, are Protocorinthian (21 aryballoi and 3 olpai) dating to the 7th 
century BCE. The Protocorinthian vases invariably feature animal friezes, so the chase scenes 
are predominantly animals chasing animals; in fact, all but two of these vases show hounds 
chasing a hare (and on the two exceptions, hounds chase birds). This hound-chasing-hare motif is 
sometimes complemented with more formidable pursuers (such as a lion chasing a deer); on 
occasion it also appears with an actual hunt, where human participants pursue their more 
formidable quarry (lion, deer, or boar). The so-called Chigi Vase (Figure 4.1), famed for its 
rhythmic and lively depiction of the hoplite phalanx, is the sole example amongst the 24 
Protocorinthian vases in which both battle scenes and hunting scenes are shown accompanied by 
the hound-chasing-hare motif.388 A lion hunt graces the frieze below a hoplite battle, while the 
lowest register shows youths participating in a hare hunt; the hounds that accompany them on 
this hunt become integral members of the hound-chasing-hare motif. On two other 
Protocorinthian vases, the hound-chasing-hare motif is accompanied by warriors fighting (as on 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
387 The Beazley Archive: http://www.beazley.ox.ac.uk  
388 Rome, Mus. Naz. Etrusco di Villa Giulia 22679. 
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the so-called Macmillan vase, Figure 4.2), and on another two, it is shown as an addendum to a 
boar hunt and a deer hunt, respectively.389  
 The rest of the corpus (19 vases) features the hound-chasing-hare motif either as a stand-
alone decoration, or accompanying other animal friezes, in which case they usually occupy the 
shoulder or the bottom-most frieze. It is interesting to note that when it comes to the high-speed 
chase, it is almost always delegated to the hound-and-hare pair, as very few of the abundant 
variety of animals gracing the friezes of Protocorinthian or Corinthian vases are actually shown 
with any significant lateral momentum. From a strictly formal perspective, the hierarchical 
distribution of friezes on Protocorinthian vases usually relegates the hound-chasing-hare motif to 
the lowest and narrowest frieze—or visually the least “important,” so it seems—but it is also the 
fastest moving composition, imparting a sense of instability and dynamism to the overall 
composition. The two textbook examples of Protocorinthian vases—the “Chigi” olpe and the 
“Macmillan” aryballos (Figures 4.1 and 4.2)—are a case in point. They showcase a remarkable 
awareness from the carefully constructed differential composition of the friezes, in size, density, 
and flow, or lateral “speed”; from top to bottom, the individual friezes not only diminish in 
height, but also become sparser, less symmetric, more unidirectional, and increase in speed. It is 
as if the differential velocity that was once tactile at the fingertips of the potter at his wheel, at 
the varying radii of the body, is now inversely manifest in the image grafted upon it. 
 Such an exercise in formal analysis that connects the phenomenological experience of the 
pursuit imagery to the tactile memory of its production puts in relief the inherent structure of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
389 Warriors fighting: Paris, Museé du Louvre CA931 & CA1831; Boar hunt: Taranto, Museo Archeologico 
Nazionale 4172; Deer hunt: Copenhagen, National Museum 7771. 
 180	  
imagery on vases that may encourage a certain mode of reception. The kinesthetic awareness 
displayed on such Protocorinthian precedents suggests that certain continuities seen in later 
Archaic and Classical vase painting were not accidental; that recurring patterns of fast-paced 
pursuit scenes on selective liminal areas of the vases, such as the necks, lower registers, and 
shoulders—endowing tighter areas higher visual velocities through represented motion—was in 
fact a highly calculated maneuver.  
 The hound-chasing-hare motif continued to be notably popular on Archaic black-figure 
vases (making up 20 percent of all black figure pursuits), characteristically occupying the 
shoulder registers of lekythoi, and occasionally displaying deliberate compositional 
correspondence with the figures on the body below (Figure 4.3). This motif, however, virtually 
disappears on red-figure vases, except for on a very particular strand of vases called the askos, a 
homogeneous group of vases produced in later fifth century in Athens and exclusively found in 
funerary contexts (Figure 4). As Herbert Hoffmann’s 1977 study of the askos—important for its 
pioneering structuralist approach to vase painting—makes clear, the remarkable homogeneity of 
their shape, decoration and even the funerary context encourages seeing interconnectedness not 
only between the different subjects of pursuits, but also seeing a shared structure with cultural 
paradigms. 
The askoi are quite particular in that pursuits of various kinds (whether they are 
characterized as “sexual” or “asexual”) are the dominant motif, and with very few exceptions, 
the binary mode of the pursuer and the pursued being depicted on either side of the handle 
prevails. The extremely squat, circular form of the askos leaves only the equivalent of the 
shoulder of a vase with enough room for figural decoration. And one cannot help but ask 
whether it is a mere coincidence that such a particular group of vases with formal constraints as 
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such became the sole perpetrator to preserve the Archaic hound-chasing-hare motif that was once 
the stock motif for the shoulders of lekythoi. One must not forget either that the lekythos, 
interestingly enough, is also a vessel that is quintessentially associated with the funerary context. 
 
4.2.2 Red-Figure Preview: “Animation” 
 A foray into red-figure vases that showcase placements of canonical erotic pursuit other 
than the main body suggests that they may have inherited structural affinities from 
Protocorinthian and black-figure precedents. For example, the Athenian red-figure volute krater 
in Spina (Figure 4.5) by the Chicago Painter and dated to the mid-fifth century, is a typical 
example where the static, monumental figures on the main body of the vessel are in clear 
contrast with the high-speed, dynamic composition on the neck frieze above. 390  Highly 
reminiscent of the compositions by the Affecter (Figure 4.9 a,b), whose mid-sixth century black-
figure amphorae repeatedly feature pursuit scenes on both sides of the neck, the Spina krater 
displays a similar characteristic: compositional consistency on both sides of the vessel.  
The main register of the Chicago Painter's krater, with an unusually low ground line that 
endows the figures monumentality, shows an elaborate departure scene that may in fact extend 
along both sides of the vase. If this were case, the old man seated at the left-most end on side B 
(left) would mark one end of the frieze-like composition; the departing warrior on side A (right), 
commanding the visual focus, and two other figures to his right would mark the other end. While 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
390 Ferrara T.19 CVP (ARV2 628.1); Alfieri 1979, figs 95-8. 
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it is generally agreed that there is indeed a mythological narrative being told, without any 
labeling inscriptions or obvious iconographic anchors the exact subject matter will remain 
conjectural.391 Three doric columns spread over the entire composition provide at once visual 
anchors between figural groups and vertical accents that further emphasize the static gravitas of 
the scene. The most interesting, disruptive placement of the column on side A, between the 
departing warrior and the woman, who seems to have just handed him his dagger, literally and 
symbolically separate the standing figures: interior and exterior; or those who remain, and those 
who depart.  
 Unlike the static verticality of the main body’s decoration, the frieze on the neck shows 
no such disruption in the lateral flow, showing repeatedly horizontal placement of spears and 
outstretched arms, and dynamic, lateral movements by gesture. The neck of side B (left), in 
particular, features a fairly common erotic pursuit—a youth with a chlamys and petasos, holding 
a spear, and pursuing a woman—conventionally thought of as Theseus pursuing any number of 
women, following Sourvinou-Inwood.392 Here, however, this youth-chasing-woman motif is 
repeated twice, right next to each other within the same frame, with lively variation in their 
poses. Therefore, while it loses the singular emblematic relationship to a known hero, it doubly 
reinforces the lateral dynamism and unidirectional, kinesthetic experience of this transitional 
space—the space between the main body of the vessel where liquid is held, and the open mouth 
of the vase, which grants access to it. In addition, the spiraling volutes on top add another layer 
of axiality to the circular motions thus far described (see Figure 4.5, right).    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
391 Robertson 1992, 192; Alfieri 1979, 44. 
392 Sourvinou-Inwood 1991, 59-65. 
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 Another Classical red-figure example that is most telling in this regard is the lebes 
gamikos in Providence attributed to the Pan Painter, dated to c.470-460 BCE (Figure 4.6).393 The 
unusual feature of the lebes gamikos is the conical stand, thrown separately and attached to the 
main body, and the vertical handles stemming from the shoulder of the vessel. These features 
endow a characteristic, elongated profile that we associate, interestingly enough, with the other 
nuptial vase in ancient Greece—the loutrophoros. While we do not know the exact function of 
the lebes gamikos, they are shown often enough in vase painting as wedding gifts to the bride, 
and self-referenced as accompanying wedding preparations.394 It is therefore safe to assume that 
these vases are quite explicit in their target viewership being female, which adds another 
dimension to our understanding of their imagery, from the perspective of their reception.  
 On the main body of the Pan Painter’s lebes, we see a domestic scene unfolding with a 
central seated female figure, flanked by two women, one holding up a kalathos (wool basket) 
(Figure 4.6b). On the other side of the body, three standing figures, punctuated by a central 
female figure, calmly engage in a conversation (Figure 4.6a). These images on the main body of 
the vessel, in their monumental stability, are in stark contrast with what is shown below on the 
conical stand—two lively pairs of figures, engaged in a merry-go-round-like, zesty pursuit. On 
one side (Figure 4.6b & d) we identify Poseidon from his trident, striding firmly towards a 
slender figure of a woman who flees, and whose gesticulating hand completes her rhythmic 
zigzagging profile she makes with her body (Figure 4.6a). Not only does she then stand in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
393 Providence 29.020; ARV2 552.27. 
394 Lebetes gamikoi have been particularly important in reconstructing the ancient Athenian wedding, providing 
visual evidence independent of literary sources. See Oakley 1993, in particular pp. 6-7. 
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complete antithesis to the heavily draped, matronly figure on the main body directly above her, 
who stands firmly like a thick column, her bodily form also echoes the zigzagging motifs in the 
ornamental band just above her. On the opposite side, we see another pair in pursuit (Figure 
4.6b); this time it is a youth with no discernible attributes chasing after a woman holding a 
kalathos (Figure 4.6c). Moreover, not by chance, the pursued woman is placed directly below the 
woman in the domestic scene above, who is also holding a kalathos (Figure 4.6b). We may 
indeed have a divine pursuit on one side, and a human pursuit on the other, participating in the 
same fleeting temporality of a high-speed chase.  
 The binary structure of myth/reality occurring on a single vase for the same subject 
matter is also characteristically seen in warrior departure scenes: a heroic departure or arming—
let’s say, that of Achilles—on one side, as a mythic paradigm for the Athenian hoplite warrior 
enacting the same, on the other.395 While a more systematic study will be required in order to 
assign any statistical significance to such structural connections, it begs for the gendered 
comparison between masculine pursuit of warfare and the feminine pursuit of marriage, already 
pointed out by Jean-Pierre Vernant.396 The wedding can be seen as a rite of passage for a female 
into a gyne, as much as the departure for war is a rite of passage for a male into a full hoplite 
warrior. Christiane Sourvinou-Inwood characterizes the abduction, or by extension, the erotic 
pursuit as a paradigm for marriage, but she does so specifically via the mythical analogy of 
Thetis’ capture by Peleus in a more general way.397 The formal connection of myth and realien 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
395 Cf., Stansbury-O’Donnell 1999, 124-36. 
396 Vernant 1974, 37-8. 
397 See in particular, Sourvinou-Inwood 1991, 65-68. 
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on a single vase, a lebes gamikos, no less—a nuptial vase par excellence—would have only 
served to strengthen her thesis.398 Sourvinou-Inwood notes that one of the Niobid Painter’s 
kraters in Boston, in fact, does show a warrior’s departure scene on the main body, while an 
erotic pursuit is shown on the neck of the same vessel, very much in the same manner as the 
Chicago Painter’s krater mentioned above (Figure 4.5). There is still much work to be done 
along the structuralist interpretations of erotic pursuits, but it can only surpass the realm of 
speculation, I believe, when 1) comprehensive statistical studies are conducted with proper 
statistical tools, and 2) when doing so, one takes the entirety of the vase into consideration, and 
not treat the images as individual vignettes divorced from their contexts.399  
 That being said, however, the present focus lies primarily in the formal characteristics of 
the pursuit scenes. Coming back to the Pan Painter’s lebes gamikos, it is noteworthy how 
teasingly narrow the field of view offered by the conical form of the stand really is, so that the 
two figures engaged in a single pursuit can never be seen together side-by-side in full (see in 
particular Figure 6d). This adds to the feeling of dynamism, as the viewer has to move along 
further, adjusting the viewing angle at any given moment to comprehend the temporally-
unfolding main unit of action, or the Barthesian nucleus of the narrative, as Stansbury-O’donnell 
would have described it.400 Or, perhaps, a feeble attempt at a phenomenological reversal of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
398 Ibid.; while she does mention the lebes gamikos from the Robinson collection (Figure 4.6, and also see n.25 
below) in her study, it is only to make a point of identifying it as Peleus pursuing Thetis, and surprisingly nowhere 
does she make any contextual remark of it being on a lebes gamikos. Other examples that are invoked as supporting 
the pursuit-nuptial paradigm are two kraters by the Niobid Painter (ARV 599.8; ARV 600.12), which show altars that 
may be the courtyard of the bridegroom (see Sourvinou-Inwood 1991, 70-1, 78-9), which, I find highly speculative.       
399 By proper statistical tools, I mean to refer to a set of basic principles in any statistical study of a dataset, which 
allow the results of the study to have a measurable reliability, depending on the characteristic of the sample. 
400 Stansbury-O’donnell 1999, 18-9. 
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subject and object would let us imagine the vessel, whatever precious nuptial ceremonial 
sacrament it contains, precariously balanced atop a magically spinning stand.  
 The disruption of the evenness of temporality felt in the differing “speed” of the 
compositions on different parts of the vessel, is to a large degree also felt in the viewer’s own 
temporality derived from the very “act of viewing”. This temporal disruption caused by spatial 
variations thus causes the decorated vase to become animated. The Pan Painter’s lebes gamikos 
is not the only example with erotic pursuits animating the stand as such; another lebes gamikos 
now at University of Mississippi (Robinson Collection), dated to a few decades later (ca. 440) 
and clearly by a different hand, shows a remarkable compositional resemblance to the former 
(Figure 4.7).401 Both sides of the main vessel feature a domestic scene that may also be a 
wedding preparation, each with a central seated woman flanked by two attendants, reflecting a 
rather calm, contemplative mood, approximating that of the so-called “Hegeso stele.” Once 
again, the conically shaped stand features an erotic pursuit scene, which this time extends over 
its entire girth, featuring one youth chasing a woman, flanked by an additional figure on each 
side.402 Even the densely packed rays rising from the very bottom are suggestively slanted in the 
direction of the high-octane pursuit, as if they could not withhold the representational ground 
line they support that spins along with the figures. Such formal pictorial devices that extend to 
the ornamental decoration participate in defining the temporality of the viewing experience. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
401 CVA Robinson 2, pl. 51a-c; attributed to near the Niobid Painter or the Sabouroff Painter  
402 Their identification as Peleus pursuing Thetis must remain conjectural, even with the existence of a single 
dolphin floating vertically, which feels more like a place holder dividing the end of the frieze rather than an actual 
attribute of the Nereids (Cf., Sourvinou-Inwood 1991, 62).   
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4.2.3 Black-Figure Pursuits 
 We now return to examining black-figure pursuit scenes, which, as mentioned in the 
beginning of the chapter, has never been a subject of a systematic study. This is most probably 
due to the relative paucity of “erotic” pursuits, in particular, compared to their red-figure 
counterparts, toward which the majority of scholarly attention has been directed. Initially begun 
as a search for alternative precedents for erotic pursuits known to be exclusive to red-figure, this 
investigation of general black-figure pursuit scenes yielded a few interesting, unexpected results. 
It became apparent that “erotic” pursuits are far from exclusive to red-figure vases, and 
potentially make up as much as 20% of all pursuits scenes on black-figure vases. Many of these, 
however, turn out to be contemporary with the early red-figure examples. But among those that 
are still dated securely to before the last decade of the 6th century, predating the popularity of 
erotic pursuits in red-figure, they are found curiously confined to a well-defined corpus of vase 
types.  
 A total of 317 Attic black-figure vases were returned from the Beazley Archive’s full 
pottery database with a combination of the search keywords “pursuing” and “chasing.”403 Upon 
individual inspection, all pursuit-imagery on the black-figure vases could be grouped under 
relatively few categories of chase scenes, while keeping in mind these categories are not always 
mutually exclusive—either due to iconographic ambiguity, or because a combination of the 
pursuits are seen together. The six categories are as follows: 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
403 Oxford Beazley Archive: last updated, February 20, 2014. All vases date within the range of c.600 BCE to c.475 
BCE.  
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1. Animal: Both the pursuer and the pursued are animals. Almost without 
exception, dog(s) chase(s) hare(s). 
2. Hunt: Human (always male) pursues an animal (deer, lion, boar, ram, hare). In 
one case a lion pursues a human.  
3. Dionysiac: Satyr(s) is/are involved in the pursuit, almost always pursuing 
maenads. Occasionally, satyrs chase animals, notably mules, and in two cases, are 
even pursued by maenads.  
4. Mythological: This is a category that is the most heterogeneous, in that it groups 
together all scenes of pursuits that result from a known mythological narrative 
(except for those with specifically dionysiac character, which belong to category 
3). The narratives include the ones such as Perseus and the Gorgons, Achilles 
pursuing Troilos and Polyxena, Herakles pursuing a centaur, Apollo pursuing 
Herakles, Apollo and Artemis pursuing Tityos, and even Peleus pursuing Thetis. 
Scenes with any existence of clearly mythological personae—such as an amazon, 
centaur, sphinx, or in a few cases, winged figures—would also be included in this 
category.404 
5. Battle: Belongs to this category when the pursuit has a clear military connotation: 
for example, a chase on the battleground. Usually, warriors pursue warriors or 
amazons. But when a warrior pursues a non-warrior (both male and female), there 
is clearly room for ambiguity.405 
6. Erotic (?): These are all pursuits that potentially fall under the rubric of “erotic,” 
both heterosexual or homosexual, as defined by the red-figure convention.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
404 N.B.: The label “mythological” for the black-figure is somewhat different from the same label used for the red-
figure corpus below. While most known mythological narratives that result in a pursuit is non-erotic in nature for 
black-figure, this is not the case for red-figure vases, as a great many of them are erotic pursuits by divine figures. 
Divine pursuits, therefore, in red-figure, was a separate category and not included under the category 
“mythological,” which was largely non-erotic, except for two categories that show continuity across techniques: 
Helen/Menelaos and Peleus/Thetis. 
405 This is where the overlap between the potential “erotic” category happens, as well as the “mythological” (for 
example, the male warrior chasing an unarmed woman might be identified as Menelaos pursuing Helen, or a generic 
scene of rape, which would then fall under the erotic category).    
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 The breakdown of these categories in the number of vases is shown in Table 4.1. It 
should come as no surprise that the mythological narrative category, especially as it includes the 
most amount of heterogeneous material, results in the most number of vases. Nor is it 
unexpected that a very homogeneous category labeled “dionysiac”, mainly of satyrs pursuing 
maenads, clearly dominates the pursuit scene as a single type (25%). The “animal” category also 
makes up a significant portion of pursuits (19%), as mentioned earlier. Out of a total of 61 
animal chase scenes, we find the majority (58) to be the hound-chasing-hare motif, which clearly 
owes something to its convention observed on Protocorinthian vases. The remaining 3 animal 
chases feature lions chasing deer and/or pegasoi. Interestingly, however, the hunt and battle 
categories occur much less frequently, totaling less than 10% each, and show a rather close 






erotic (?) 63	  
Total number of vases 317	  
	  
Table 4.1 Type of pursuit scenes on Black-Figure vase painting   
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correlation with the animal and erotic categories respectively.406 The hound-chasing-hare motif is 
in fact closely associated with both the “hunt” and the “battle”, the former more directly by 
occasionally being a part of it, and the latter through visual analogy on the same side of the vase, 
which will be further discussed below. Also, more than half of the “battle” pursuits (16) contain 
iconographic ambiguity that could be considered “erotic”; these include warriors or horsemen 
chasing unarmed men or women, and were included also in the "erotic (?)" category. In fact, all 
of the categories share to a greater or lesser degree some of their vases with other categories, 
which is why the sum of individual numbers in Table 4.1 (346) is greater than the total number 
of vases (317). An infographic designed on the principles of a Venn diagram (Figure 4.8) 
illustrates, more intuitively, the relationships between each of these categories. Each circle 
represents the pursuit category, the relative sizes proportionate to the number of vases they 
include, and the amount of overlap with other circles representing the vases that belong to both 
(or more) categories. It is instructive to observe that almost all categories apart from the animal 
category share some properties with the mythological category, even if they do not find much 
overlap with other groups. This is to some degree expected, even from a general perspective 
regarding the trend that plagued almost a century of scholarship on Greek vase painting: the 
inherent ambiguity between myth and reality on visual representations.407 The interrelations 
between the other categories will be revisited shortly. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
406 It may be opportune to remind the readers that the relative paucity of battle and hunting scenes pertain only to 
those that are considered scenes of pursuit; there are in fact a countless number of scenes on black-figure vases that 
are depictions of battles or hunting in general. Most of these are identified as a man killing his prey, or engaged in 
full combat with his opponent, and therefore is not identified as a pursuit.  
407 It has become progressively apparent that the division between myth and genre, or “reality” for that matter in 
Greek vase-painting, is a rather complex problem, despite the long-held convention that presumes this dichotomy 
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 The most surprising result of all, however, concerns our category of interest—the erotic 
(?) pursuit category—which comprises a total of 63 black-figure vases with varying degrees of 
certainty, which in turn make up 20% of all pursuits. Even if we exclude the aforementioned 16 
cases that may belong to a military context, we are still left with 47 black-figure vases with 
potential erotic undertones. A very significant proportion of these (21) are invariably neck-
amphorae by the Affecter, which forms a very homogenous, uniform group of erotic pursuits. 
These pursuits are shown mostly on the neck, accompanying various mythological subject 
matters on the main body (Figure 4.9 a,b).408 All but one of these show a man pursuing a youth, 
and therefore may be considered homoerotic.409 The single heterosexual exception (Figure 4.9c) 
shows a man pursuing (or more like propositioning) a woman under the handle of the vase.410   
 Of the remaining 26 that are not by the Affecter, only 12 are securely dated to before the 
end of the 6th century: 11 of these are cups (5 little master lip; 3 little master band; 2 Siana cups; 
1 mastoid cup), and there is a single neck amphora attributed to the Group of London B145. 
Together with the 21 neck-amphorae by the Affecter, these 12 vases comprise the main corpus of 
black-figure precedents of erotic pursuit scenes that predate red-figure vase painting.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
(see Ferrari 2003 and references therein); see also Saïd 2010, for the equivalent question in literature, between myth 
and history.  
408 a & b: Museo Gregoriano Etrusco Vaticano 339 (ABV 239.10) & G14 (ABV 239.1) 
409 See Lear and Cantarella 2008, 68-71, for a discussion on the Affecter’s penchant for homoerotic courtship 
scenes.   
410  Munich, Antikensammlungen 1439 (ABV 240.20). 
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 There are altogether 147 known vases attributed to the Affecter (including fragments), 
whose name reflects his characterization as a “highly individual mannerist”;411 25 of these carry 
scenes of pursuit, and of these are 21 that we have classified as “erotic” in nature. And 17 of 
these 21 are formulaically similar to the examples illustrated here (Figures 4.9 a,b): a pursuit 
scene on the neck, often repeated on both sides, and a mythological scene or warriors departing 
on the belly. While the artist was indeed fond of the neck amphora, he also decorated other 
shapes and belly amphora types C and B, in particular, which did not have a decorated neck-
band. Moreover, since many of his neck-amphorae feature ornamental neck-bands (instead of 
figural), a significant portion of his neck-amphorae with figurally decorated necks turns out to 
feature a pursuit. Occasionally, the Affecter only decorates the neck with man-youth pursuits 
(both sides), leaving the black-glazed body undecorated.412 This leads me to think that the 
particular formal context of the pictorial frame, in its relationship to the shape of the vessel, did 
indeed have something to do with the structure of the pursuit. One recalls the earlier 
phenomenological readings of both the Protocorinthian vases (Figures 4.1-2) as well as the 5th 
century examples of the Spina krater and the lebetes gamikoi (Figures 4.5-7).  
  Another example, contemporary to the Affecter, supports this notion even further. A 
Psykter signed by the potter Nikosthenes features a raging battle between the gods and the giants 
on the main body (Figure 4.10).413 A goddess raises her arm, ready to plunge her spear into the 
fallen giant to her left. Almost exactly like a mirror image, Herakles repeats this action to several 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
411 Boardman 1974, 63; Affecter is active from c.540 - 520 BCE. 
412 Boston (MFA) 13.76; ABV 240.17. 
413 Houston, de Ménile Collection. See Boardman ABFV no.154.  
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fallen giants to his right. But all this chaos with variegated directionality is brought to a stringent 
close at the neck, with neatly repeating horsemen in a galloping cavalcade merry-go-round, 
running uninterrupted around the entire vessel. When we consider the usage of this particular 
shape of the vessel—a wine-cooler that is free-floating in a sea of wine contained in a krater, and 
spinning and bobbing as the ladle is dipped into the wine—we are no longer even required to use 
our embodied imagination to see actual movement. The horsemen are ‘activated’ into actually 
galloping along, which must have been not too unlike a rudimentary film-strip animation, a 
Victorian zoescope of some sort. The better-known early red-figure successor to the Nikosthenic 
psykter is that of Oltos at the Metropolitan Museum in New York (c.520-510 BCE), where a 
frieze of dolphin-riding cavalry, this time, proudly dons the main body.414 The remarkable humor 
laden in the conceptual imagery, and the craftiness in activating the dolphin-cavalry into literally 
riding the wine-dark waves, should be proof enough that the Greek vase painters were amply 
aware of the phenomenological capacity of their vessels. 
 Andrew Lear, in his study of images of Greek pederasty, considers the case of the 
Affecter, noting that he “frequently paints scenes in which courtship seems to mix with pursuit—
and possibly komastic dancing,”415 Lear is ambivalent about whether these scenes are actual 
pursuits (in the erotic sense) or dancing, which seems to be a conclusion inspired by the 
suspicious lack of contemporary parallels rather than by objective observation. Even if they do 
represent pursuit, maintains Lear, it proves once again that the Affecter is “the exception that 
proves the rule,” basing his assessment on an earlier observation he makes about the artist being 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
414 New York 1989.281.69 
415 Lear and Cantarella 2008, 87. 
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unique in another manner: in scenes of courting, the Affecter is often seen to defy the age 
convention of representing the eromenos as younger and the erastes older. Quoting earlier 
scholars such as Mommsen or Boardman, who characterized Affecter’s pursuit scenes as 
“decisively avoiding a relation of content to meaning,” Lear is reluctant to give much weight to 
the Affecter’s seemingly mutinous penchant for homoerotic pursuits. He asserts that “no other 
vase-painter portrays courtship as pursuit until the mid-fifth century,” and then again, when they 
do, they “portray only divine pederasty in terms of pursuit, contrasting it with mortal 
manners.”416 The idea is that in the human world, the boy (eromenos) is an equal partner in the 
erotic exchange and cannot be subjected to violence, unlike a divine pursuit where the absolute 
hierarchy is indisputable. While this turns out to be an observable tendency indeed in red-figure 
representations, as heterosexual pursuits clearly outnumbers the generic, non-divine pursuits in 
the fifth-century, it has also been found that there are ample exceptions to this rule.  
 The so-called pursuit scenes by the Affecter are too uniform and numerous not to 
understand it as a chase—albeit less vigorous than their red-figure counterparts—rather than a 
“dance” as Lear wants to suggest. The unidirectional composition (always left to right) and the 
formulaic depiction of the poses of the pursuer and the pursued manifestly support this reading: 
the pursuer advances with suggestive poses (double-down or the up-and-down gesture) towards 
the pursued (usually a youth), who is shown with one or two raised arms (indicating alarm or 
distress), and turning his head back towards the pursuer, while his lower body is shown in 
various stages of walking or running away from the pursuer. In addition, on four of the 
amphorae, the Affecter pairs the pursuit scene on the neck with a departure or arming scenes on 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
416 Lear and Cantarella 2008, 89. 
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the main body, suggesting that this combination had some currency already in the sixth century. 
Whether or not it can be read in an analogous manner to the case of the Spina krater (male : 
departure = female : marriage) is up for debate, but it is encouraging in the least to find such 
compositional continuity across different techniques and periods.    
 The current study’s contribution, however, is the revelation that the Affecter may not 
have been alone in the endeavor as Lear suggests. In addition, as mentioned earlier, all but one of 
the 12 early black-figure vases with possible erotic pursuits are cups, and 8 of those occur on 
little master cups. Analogous to the case of the Affecter and his neck-amphorae, these finds seem 
to indicate that the occurrence of earliest “erotic” pursuits displays a strong correlation with the 
shape of the vessel. The little master cups, so named not only for their relatively small sizes but 
also their masterful miniature style, predates the Affecter and remain highly popular during his 
time in the third quarter of the sixth century.417 The distinct character of the little master cups is 
that the figural decoration is usually limited to a very narrow strip that goes around the entire 
cup: either a band coinciding with the level of the handle zone (little master band), or the area 
above it, closely abutting the lip of the vase (little master lip). The formal characteristic of the 
decorative frame, therefore, has a built-in horizontality, visually reinforced by limiting the usable 
vertical height of the vessel. The inscriptions on these vases also routinely emphasize this 
horizontality by consciously arranging the letters in a neat single file that often spans the length 
of the vase, deliberately constituting a significant part of the visual experience.    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
417 Boardman 1974, 58-62. 
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 What is interesting in the compositional character on little master cups is that while many 
of them carry densely populated friezes, they also often feature the complete opposite—what can 
truly be called a “minimalist” composition. Single-figure or double-figure compositions are 
placed at the center on each side, as it is the case with most of the so-called pursuits that we have 
identified. The little master lip cup at in Karlsruhe (Figure 4.11), attributed either to the Epitimos 
Painter or to Lydos, shows two nude beardless male figures running rather energetically, one 
after the other in close proximity.418 The same is repeated on side B, although it is not clear 
altogether whether the front figure is looking ahead or back at the figure behind him, due to its 
poor state of preservation (Figure 4.11c).419 Another example of a little master band cup 
fragment from Keroi on the northern coast of the Black Sea clearly shows a representation of a 
heterosexual pursuit with indubitable erotic overtones, even if it is impossible to ascertain the 
overall composition of the vase (Figure 4.12).420 
 A little master band cup in Munich, which Beazley noted to recall the style of the Centaur 
Painter, shows a rather surprising composition that directly echoes the signature style of the 
Berlin Painter (Figure 4.13). On one side, a single nude male figure runs from left to right, with a 
chlamys draped over his left arm and held up in the direction of his movement, in a decisive 
manner not unlike the pose we have come to associate with Aristogeiton of the Tyrannicide 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
418 Karlsruhe, Badisches Landesmuseum: 69.61; CVA (Karlsruhe 3), Plate 22.  
419 Without a clearer indication that one of two the figures is being pursued by the other, there is a an equal 
likelihood that these may simply be two athletes running alongside one another rather than engaged in a pursuit in 
the erotic sense. Alternatively, two youths on one side may be thought as pursuing the other two youths depicted on 
the other side, similar to the Centaur Painter’s lip cup (Figure 4.14), where it is much more apparent that the two 
youths are clearly chasing the two centaurs on the other side.    
420 Treister and Vinogradov 1993, 555-56. 
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sculpture group.421 He is curiously holding up a stone in his right hand, his arm stretched back as 
if ready to hurl it forward. On the other side of the vase we see a very similar figure of a running 
youth also with a stone in hand; however this time, while running vigorously in the same 
direction, he has turned his head sharply to face the opposite direction, with his back turned 
toward the viewer so that the chlamys-draped left arm is now lagging, while his stone-holding 
hand leads. This creates a completely different mood and meaning for the figure, since all his 
attention is concentrated backwards, and the visual weight created by the trailing chlamys creates 
a sort of drag as if impeding his movement forward. There is very little doubt that this is a bona 
fide pursuit scene split onto opposite sides of the vase: the pursuer on one, the pursued on the 
other. It is no wonder why Beazley recalls the Centaur Painter, since the latter’s little master lip 
cup in New Zealand shows a very similar pursuit—even if there is clearly no chance of it being 
“erotic” (Figure 4.14).422 Two youths, one with a stone and one with a club pursue their 
formidable opponents on the other side of the vase: two centaurs also with stones, one running 
vigorously ahead, and the one lagging behind, presumably because he hesitantly checks back at 
his pursuers, rearing his hindquarters, ready to sprint in the direction of his companion at any 
moment. 
 A single narrative of pursuit being split evenly onto different sides of the vessel in this 
period is not limited to potentially erotic types, nor is it limited to pursuits altogether. Another 
example, a lip cup signed by Epitimos, shows the ingenious use of this device, albeit a little 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
421 Munich, Antikensammlungen: 2160; ABV 190; due to the unfortunate break in the fragment that runs through the 
middle of his face, it is difficult to ascertain his beardless status. 
422 Paralimomena 78.1bis; or Beazley Addenda 2nd ed. 52. 
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esoteric due to its unconventional cropping of the figures (Figure 4.15).423 Here, a Gigantomachy 
duel is emblematically portrayed with the “bust” of the Giant Enkelados on one side (name 
inscribed on his helmet, another unusual feature), and the Goddess Athena on the other. Both 
figures have their right arms raised with a spear in a “Promachos" stance, ready to engage in a 
battle with each other. The narrative connection between the two sides is thus unambiguous and 
is shown as an imminent confrontation rather than an open-ended pursuit. The poetic nature of 
the spotlighting technique used, and the delicate portrayal enabled by its magnified 
monumentality, contrary to the miniature style on the majority of little master cups, makes this a 
notable predecessor to the Berlin Painter’s style. There are no other black-figure vessel shapes at 
this time that show anything approaching the split-narrative structure we systematically 
encounter—even if it is still relatively rare—than on little master cups. The temporal 
consequence of this narrative structure will be reserved for the following sections. 
 The section on black-figure vases concludes with revisiting the overall structure of the 
relationships between the various pursuits initially tabulated in Table 4.1. These relationships 
were shown in the extended Venn diagram  (Figure 4.8) by overlap, determined mostly by 
ambiguity in visual identification. 424  The underlying assumption, which is becoming 
progressively acknowledged in scholarship, is that visual ambiguity may be an inherent feature 
of imagery on vases, and shared visualities between the portrayals of different subject matters is 
in fact indicative of a shared, deeper structural connection. According to this diagram, apart from 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
423 Copenhagen, National Museum inv. 13966; Paralipomena 48. 
424 While this may seem like a rather arbitrary measure with which to determine inter-relational structure between 
the different categories, it still provides a reproducible benchmark for how much visual interconnectivity the 
categories of pursuits might have had.   
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the mythological category with which most category relates, the “erotic” pursuits seem to share 
most of its visual ambiguity with military pursuits as well as dionysiac pursuits. Hunting is 
sometimes confused with a military context in which fully geared warriors are protagonists in 
both categories; this was duly noted by Judith Barringer, who maintains that especially by the 
end of the sixth century the visual metaphor for the “hunt as battle” is achieved through a fusing 
of martial elements, appropriation of heroic poses, and juxtaposition of epic narrative.425 And 
finally the animal-chase (i.e., hound-chasing-hare motif) is proven to be often directly a part of 
the hunt iconography.  
 Another way that the different pursuit categories may be seen to relate to one another is 
association by proximity, i.e., by coexisting on the same vessel. A slightly modified diagram 
(Figure 4.16) now shows the relationships arising from visual ambiguity as thick solid lines 
(originally represented as overlap in Figure 4.8) and additional relationships of “association-by-
proximity” are denoted here by dotted lines. Especially the animal category of pursuit frequently 
seen on the shoulders of lekythoi (and frequently on cups as well) accompanies and sometimes 
visually echoes the imagery on the main body, which variously feature battles (e.g., Figure 4.3), 
mythological, or dionysiac subject matters, some of which are indeed pursuits. Moreover, the 
hunting category is also given a thin solid-line connection with the dionysiac category. This is 
because, while there is no visual ambiguity between the two pursuit categories, a certain subset 
of dionysiac pursuits, in which satyrs pursue animals for erotic reasons, shares the basic 
compositional pattern with hunting, where humans pursue animals for non-erotic reasons.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
425 Barringer 2001, 75-6. 
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 The relational distribution of pursuit-types on black-figure vases thus indicates a complex 
network of interconnectivity. Some connections are, however, more direct and tangible through 
deliberate multivalent imagery, and some less direct through various visual associations. In light 
of the relatively well-established connection between hunting and pederasty since Alan 
Schnapp’s 1997 monograph, Le chasseur et la cité, it is informative to observe how they relate to 
each other in the realm of pursuit imagery.426 It seems that as far as black-figure vase painting 
goes, according to diagram (Figure 4.16), the relationship between the “hunt” and the strictly 
“erotic” pursuit imagery is a fairly tenuous one, being once removed from any direct connection, 
and only traceable via other associative categories such as the militaristic or the dionysiac. This 
situation seems to change with red-figure vases, especially through the frequent portrayal of Eros 
pursuing a quarry, in most cases a hare. The connection thus occurs on two intersections. The 
hunt performed by Eros himself provides a direct and undeniable visual analogy to an erotic 
pursuit, especially since Eros is also often shown to pursue people. At the same time, the hare 
provides a direct reference to the erotic context as the most common love-gift in homoerotic 
courtship scenes. Courtship as metaphorical hunting seems indeed a well-established topos in 
literary sources as well, which are, again, predominantly from the Classical Period and 
onward.427 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
426 Koch-Harnack 1983 argues for a direct connection through the pedagogical character of the homoerotic 
relationship actually having to do with hunting, i.e., hunt as an essential part of the education of the eromenoi, and 
going as far as regarding the erastes as an actual hunter himself; Schnapp 1997 takes a more structuralist approach 
to the hunt-eroticism connection: “le chien est au lièvre ce que l’éraste est à l’éromène” (the dog is to the hare what 
the erastes is to the eromenos) (1997, 255); see also Barringer 2001, 70-124 and Lear and Cantarella 2008, 72-97. 
None of these studies take into special consideration the motif of “pursuit”, but rather concentrate on general scenes 
of courtship, especially involving “love-gifts”.   
427 Plato, for instance, takes up hunting imagery repeatedly as a metaphor for amorous pursuit: Phdr. 241d, Lysis 
206a; Sym. 203d; Chrm. 155d–e. 
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4.3 Red-Figure Pursuits 
4.3.1 Basic Statistics 
 Unlike the case of black-figure vases, pursuits on Attic red-figure vases are relatively 
well studied and thus only a cursory look at the overall statistics will suffice, especially in 
contrast to those of the black-figure vases. A total of 914 red-figure vases carrying pursuit scenes 
are found in the Beazley Archive, almost three times more than the number of black-figure 
pursuits of all categories, which numbered 317. The entire corpus of Attic black-figure and red-
figure vases in the Beazley Archive amounts to 40,027 and 47,308 vases respectively, which is a 
relatively close number, which means that the threefold increase in the number of red-figure 
pursuits does indicate a significant increase its popularity. Moreover, unlike the relatively even 
distribution of several different types of pursuit seen on black-figure vases, pursuits of the erotic 
nature single-handedly dominate on red-figure: less than 7% of the 914 red-figure pursuits are 
found to be of a non-erotic nature, including battlefield chases (between armed figures or 
horsemen), pursuits of animals (by figures other than Eros), or other mythological pursuits such 
as Achilles’ pursuit of Troilos/Polyxena, or Herakles pursuing Nereus. That leaves 93% of the 
red-figure pursuits to be “erotic”, including dionysiac (satyr-maenad) pursuits that interestingly 
enough, constitute only 10%.428  
On the other hand, with the black-figure vases (of all periods), even if we included 
mythological narratives with an erotic flavor (such as Menelaos and Helen, or Peleus and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
428 Compare to the 25% of dionysiac pursuits in the black-figure category. 
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Thetis), the ratio of erotic pursuits to the entire corpus only amounts to 26%, with the dionysiac 
category adding an additional 25%. In short, if we exclude the dionysiac pursuits altogether, and 
normalize the ratios to the total number of red-figure and black figure vases in the entire Beazley 
Archive, we find that it is about 9.6 times more likely to encounter a erotic pursuit in red-figure 
than one would in black-figure. In other words, statistically speaking, this number—9.6—
signifies the likelihood, or frequency of occurrence. Let us imagine that person A were to 
repeatedly pick a vase at random out of the entire known corpus of black-figure vases, while 
person B picks red-figure vases with the same frequency. Then, for every 1 black-figure erotic 
pursuit that person A encounters, person B would encounter 9.6 erotic pursuits from the red-
figure sample. This time, instead of dividing the sample by technique (black-figure/red-figure), if 
we divide the sample by date to about 520 BCE (around the invention of red-figure), this 
likelihood ratio actually jumps to over 20. In other words, after the invention of red-figure, the 
relative frequency of erotic pursuits on vases increases twenty-fold. It is thus readily 
understandable why erotic pursuits have been considered mostly a red-figure affair. 
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The frequency of different types of red-figure pursuit scenes are shown in Table 4.2a, 
with a further breakdown of salient subject matters within those types in Table 4.2b. In red-
figure, unlike black-figure, pursuit scenes are dominated by an easily identifiable category of 
“erotic” pursuits (69%), here divided into two simple categories depending on the status of the 
pursuer: divine (39%) or mortal (30%). Divine pursuers include Zeus, Poseidon, Hermes, 
Apollo, and the winged divinities, Eos, Boreas, Eros and Zephyros (both lists, in descending 









non-erotic  39 
divine pursuit 354	  
homosexual 41 
heterosexual 319 
mortal pursuit 294	  
homosexual 35 
heterosexual 260 
Total number of vases 914	  
	  




mythological  109	  
divine “erotic” pursuit 354	  
mortal “erotic” pursuit 276	  
Total number of vases 914	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  4.2b	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  of	  Red-­‐
Figure	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  categories	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order of popularity). Mortal pursuers include both potentially heroic figures such as Theseus, as 
well as unidentifiable human figures.429 Dionysiac pursuits, which are sexual by definition, add 
another 11% to the mix. The mythological category contains known mythological narratives that 
are carried over from the black-figure tradition, notably Menelaos pursuing Helen and Peleus 
pursuing Thetis. While these two subjects would qualify in every way as a bona fide erotic 
pursuit, they are tabulated separately here mostly for reasons of continuity. The total number of 
pursuits that are securely identifiable as Menelaos/Helen, and Peleus/Thetis is 41. Another 29 
vases with ambiguous identifications may contribute further to these “epic” pursuits. Only the 
remaining 39 vases with a mythological narrative represents clearly non-erotic pursuits. In 
addition, the military category includes a large percentage of pursuits where a warrior chases 
after a woman; these may be a reference to the epic tradition such as the Illioupersis, i.e., 
Menelaos and Helen or Ajax and Cassandra. Alternatively, they could also be simply evocative 




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
429 The reason why Theseus’ pursuits were included in the “mortal” pursuit category and not in the “mythological” 
category is because while there are only a handful of vases where Theseus is securely identified (through 
inscription), they are visually enmeshed with a significant portion of the unidentified generic pursuits. Therefore, if 
every youth wearing a petasos, chlamys and carrying a spear, as Sourvinou-Inwood (1991) maintains, was identified 
as Theseus, then the potential corpus of Theseus pursuing a woman amounts to over 160 cases, which is well over 
half of all pursuits in the “mortal” category. In this case, neither Zeus (105 cases) nor Eos (69 cases), the top two 
divine pursuer rivals, could come close to exceeding the popularity of Theseus. 
430 Recke 2002. 
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4.3.2 Gender Consideration 
 Before we look at a few details by category and subject matter, it may be worth noting 
the distinct trend in the sexual orientations of the erotic pursuits. There is a notable paucity of 
homosexual pursuits for both the divine and the mortal pursuits, constituting less than 12% in 
each category; this, in turn, makes more than 88% of all erotic pursuits to be heterosexual. The 
ratio jumps to 92%, if we include the mythological and the dionysiac categories. This is a rather 
surprising result given the iconic status of representations of Zeus pursuing Ganymede, as well 
as the prevalence of homoerotic content on Greek vases in general. There may indeed be some 
merit to Andrew Lear’s assertion that the homoerotic relationship, unlike its heterosexual 
counterpart, assumes a more egalitarian basis between the protagonists. While it may be the case 
that the “public approval” of pederasty declined in the Classical Period as some scholars 
maintain, homosexual “courtship” scenes in fact continue their popularity in red-figure.431 
Moreover, occasional reversals of power dynamic in the erastes-eromenos relationship seem to 
be referenced in both visual and literary evidence—it is the erastes that becomes the helpless 
quarry, the victim, caught in the net of love.432 
 The severe contrast between the homosexual realm and the heterosexual one—as it seems 
that any erotic conquest in the latter realm is represented wholesale as a “pursuit”—has 
encouraged many scholars to qualify heterosexual relationship to be routinely “resorting to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
431 Frel 1963; Shapiro 1981, 135; Shapiro 2000, 21; and Hubbard 2000, 7; while explicit sexual content may decline, 
“courtship” scenes occur on red-figure with much regularity: the Beazley Archive returns roughly 200 cases each for 
both black-figure and red-figure vases. 
432 For gender power dynamic reversal, see the discussion in Barringer 2001, 160-75. 
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violence,” synonymous with “rape,” under the “reign of the phallus.”433 No one, of course, 
would subscribe to the notion that such representations of pursuits literally reflect actual real-life 
situations, since it is rather preposterous to envision that a physical chase and violent capture was 
how a female member of the society actually ended up in marriage. Yet, the paradigmatic 
relationship of the pursuit/abduction/rape scenario and heterosexual union looms large, 
especially because of its emphatic contrast to the homosexual context that has been repeatedly 
noted. And the scholarly apologia for this phenomenon, redressed variously as structuralist, 
symbolic, post-structuralist, sociopolitical, or post-feminist discourses abound. These generally 
include readings such as: seeing young, unmarried parthenoi as wild “beasts” to be tamed 
through marriage, resorting to the pursuit-hunt analogy;434 evoking the pursuit in connection with 
initiation rites of boys and girls that have often to do with running or hunting;435 seeing it as 
emblematic of “imagery of the rite of passage”;436 or variously underlining the funerary 
connotation, especially, of many of the divine pursuits, which is supported by the case of the 
Brygos tomb findings. 437  After all, Socrates himself is known to have discredited the 
mythological narrative of Boreas abducting Oreithyia as a fanciful tale, stemming from the kind 
of “crude philosophy” for which he has very little patience for, when in truth Oreithyia probably 
died from a gust of north wind that made her fall off the rocks.438 Even Robin Osborne’s article 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
433 See for example Stewart 1995; Keuls 1985, 47-64.  
434 Sourvinou-Inwood 1991, 65-68. 
435 Sourvinou-Inwood 1991, 65-68; see also, Vidal-Naquet 1983, 166-67; Barringer 2001, 81-91. 
436 Lewis 2002, 205. 
437 Stansbury-O’Donnell 2011, 94-98. 
438 Plato, Phaedrus 229c-230a. 
 207	  
on the case of Eos—the goddess of dawn, who is seen pursuing the young ephebes Tithonos and 
Kephalos with exceptional popularity—reads initially like a desperate measure to redeem some 
agency for the female gender, only to put it back in its place under the phallic reign.439 This, he 
does by claiming that Eos’ pursuits—from the fact that the sole female pursuer is a winged 
deity—are primarily a warning against female desire, much in the same way that the satyr’s 
transgressive behavior have nothing to do with male societal norms. 
 It seems, however, that the exceptional cases hitherto overlooked may assuage this strict 
dichotomy between gender norms. First, contrary to Lear’s claim that homoerotic pursuits are 
only confined to divine figures in red-figure vase painting, mortal pursuits are in fact found to be 
just as frequent as their divine counterparts. Of the 35 male-male pursuits with no divine 
attributes, a little less than a third feature a beardless youth (or youths) as the pursuer, while the 
norm remains the pursuer to be a mature man and the pursued to be youthful. A kantharos in 
Paris, attributed to the group of Brygos, echoes a very similar pursuit on each side of the vase, 
with enough variations to contrast the pursuers’ identities: Zeus with a scepter on one side, and a 
human male figure with no attributes on the other (Figure 4.17).440 This deliberate contrast puts 
completely to rest the question about the existence of mortal pursuits, especially in comparison 
to other examples where both sides of the vase feature easily recognizable divine pursuits only. 
Another kantharos by the Brygos Painter in Boston, for example, features Zeus pursuing 
Ganymede on one side and the same Zeus pursues a woman on the other side.441 More common 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
439 Osborne 1996. 
440  Paris, Musee du Louvre: G248; ARV2 387.2. 
441 Boston 95.36; ABV2 381.182. 
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are vases that feature two different gods pursuing their respective prey on the two different sides, 
such as Zeus pursuing a woman on one side and Poseidon pursuing a woman on the other.442 If 
mortal homosexual pursuits were nothing but an exception, as Lear calls them, why then, one 
should naturally ask, are the exceptions as frequent as their divine counterparts?443  
 Moreover, the commonly held belief that mortal women are never found in the position 
of the pursuer also needs reexamining. A total 6 vases were found to carry evident pursuits of an 
erotic nature, where a wingless woman with no distinguishable attributes is shown to pursue a 
youth, and in one case, a bearded man (Figure 4.18).444 Of these, the lion-head rhyton at London 
attributed to Douris by Beazley is the only example that has been discussed in the literature on 
pursuits thus far.445 And even then, this particular vigorous pursuit of a youth by a woman is 
given special consideration as either a complete exception, or more often than not, as a peculiar 
case of a wingless Eos.446 A single exception, perhaps, may be acceptable as an anomaly, but a 
heterogeneous corpus of six variegated pursuits in which attribute-less female figures pursue 
male figures certainly calls for due attention.447  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
442 See, for example, the Pelike at Villa Giulia (inv. 20846), ARV2 494.2.  
443 Lear and Cantarella 2008, 147-48. 
444 Brussels, Musees Royaux R285 (Figure 4.18: CVA 2, III.I.D.5, PL.(078) 9.4A.4B);  Altenburg, Staatliches 
Lindenau-Museum 278; Greifswald, Ernst-Moritz-Arndt Universitat 361; Malibu 81.AE.59;  London E796 (ARV2 
445.258, 1653); Hermitage ST1793. 
445 London E796 (ARV2 445.258, 1653). 
446 On the justification of wings for Eos on pursuits, see Osborne 1996, 66-72. 
447 Stansbury-O'Donnell finds 11 such examples of a woman pursuing a youth in his ongoing study (private 
correspondence). 
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4.3.3 A Visual Reading: From Politics to Phenomena 
 The sudden surge in popularity of a certain subject matter or theme in a certain period of 
vase painting has always called for an explanation of the origins of such a phenomenon. It is 
axiomatic to the historian of art, and especially to a student of Greek vase painting, that such 
explanations are usually found deeply embedded within the socio-historical background, whether 
it be social customs, political alliances, cultural contexts, or even military history. Thus the 
popularity of Herakles in the sixth century BCE is ceded to Peisistratos’ political propaganda, 
and that of Theseus to the Kimonian redressing of Athens; Amazons become synonymous with 
the Persians after the war, and so on. It is a rather deep-seated practice to regard such imagery on 
vases as if a semi-opaque window, through which the society looming behind can be reached, 
and the detailed constellation of historical facts can be grasped through patterns that we must 
detangle. It is as if without an established connection to those socio-historical facts, the imagery 
on vases does not complete its raison d’être.   
Scenes of erotic pursuits have been no less a victim of such repeated inquiries into why 
the various subject matters occur. And these inquiries have almost exclusively revolved around 
sexual politics. These images become a lens through which homosexual practice in Greek society 
is understood, or how violence and rape plays out in a variety of heterosexual relationships, or 
even, more often than not, how love, marriage and death was understood by the society. So the 
question of why pursuit imagery becomes popular in fifth-century Athens, is practically 
rephrased by Stewart, among others, as ‘what was the sexual politics in the Athenian male 
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society that prompted such violence?’448 The notorious case of the Eurymedon vase is also 
decidedly revealing, despite its rather exceptional nature; virtually every scholarly examination 
of the vase have attempted very specific readings, which invariably fuses (homo)sexual politics 
with the details of Athens’ military history.449 In addition, both Boreas’ pursuit of Oreithyia and 
Zeus’ pursuit of Aigina, as mentioned previously, have also been subjected to a reading that ties 
them to specific military conquests of Athens. 
 Rather than attempting to reevaluate or reexamine the results of previous scholarship on 
erotic pursuits, the current study aims to question the very way in which the question is asked 
and how it is answered. Perhaps, it is possible that erotic pursuits had very little to do with sexual 
politics and violence in real life Athens, just as a high-speed car chase—a truly formulaic stock 
motif in Hollywood films—have almost nothing to do with how normal people drive on a daily 
basis. Perhaps, it is just like the reason for the popularity of a car chase scene in Hollywood, 
which may not be completely devoid of socio-political context, but which clearly has a stronger, 
purely phenomenological reason behind it; it is entirely possible that the fifth-century popularity 
for erotic pursuits lied primarily in its perceptive reception—that it was, simply put, visually, 
psychologically and physically appealing to the symposiasts’ perceptive faculties. It may have 
mattered less who exactly were the protagonists for consideration of social mores—divine, 
human, old, young, male or female—than it was enjoyable to observe and feel the “thrill of the 
chase.” In other words, its popularity may have had more to do with the sheer temporality of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
448 Stewart 1995; I also find the conventional equation of “pursuit” with “violence” highly problematic. 
449 On the politicizing of the Eurymedon vase, see, for example, Dover 1989, 105; Cartledge 1999; Ferrari Pinney 
1984; Cohen 2011. 
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visual image, than the content itself. It is time to ask the question that gives due agency to the 
visuality of the artwork: “what was it about the chase or its visual character that made it become 
so popular?”    
 
4.4 The Formal Structure of Pursuits 
 There is a wide variety of elements that determine the exact mood of a pursuit: the 
distance between the figures, the length of their strides, how high their feet are lifted off the 
ground, whether or not there is a weapon involved, what hand-gestures are made, direction of the 
gazes, etc.  Each of these elements also interact with the topology of the vase, whether it is on a 
narrow surface, or a curved surface, a vertical, a horizontal or a round frame, all contributing to 
dull or enhance the certain moods being portrayed.450 There are discernible degrees of velocity, 
for instance, that are dictated by the shape of the pictorial field, in addition to what the individual 
actor’s pose conveys. For example, let us compare the scenes in the tondo of the Penthesileia 
Painter’s London cup from Vulci (Figure 4.19), and those on the exterior of the Boston kantharos 
by the Brygos Painter (Figure 4.20). In the former, the winged goddess Eos is shown 
“apprehending” Tithonos with a lyre, but the notion of the pursuit is still very much alive, as the 
direction of movement conveyed by the position of the legs, outstretched arms, and Tithonos 
gazing back at his pursuer, all echo the canonical pursuits. The circular shape of the frame, 
however, not only severely limits the available space in which lateral movement can be 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
450 See Stansbury O’Donnell 1999, 79-82, for a more comprehensive and structured analysis of composition, which 
also takes into account the issue of framing, and categorizes elements of composition in to five aspects: 
configuration, containment, rhythm, movement and density.  
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expressed, it also acts as a physical barrier for Tithonos, who is deprived of any sense potential 
escape, both figuratively and literally confining him to his misfortunate apprehension. Moreover, 
shown here is the final stage in the narrative timeline of the pursuit, the outcome of the pursuit so 
to speak, which opportunely concurs with the temporal stages in the usage of the vessel itself. In 
other words, as the tondos of drinking cups reveal themselves visually only when the wine is 
completely consumed—the final stage of a single complete usage—it is rather befitting for the 
corresponding epiphanic revelation of the tondo imagery to feature the final stage of the pursuit-
narrative it implies. 
 In contrast, the Brygos Painter’s kantharos features two exceedingly dynamic pursuits on 
both sides of its exterior, where Zeus is repeatedly portrayed as the pursuer, chasing Ganymede 
on one side, and an anonymous woman on the other (Figure 4.20).451 The carefully balanced 
composition with playful variances between the sides, from the directions to the poses, and from 
attributes to spatial indicators, presents a highly nuanced picture that goes well beyond 
representing simply “that typically Greek bisexual promiscuity.”452 Ganymede takes center-stage 
on side A: his typical attribute of the hoop held up in front takes most of the right side of the 
frame, while he commands the viewer’s focus at the center with his beautiful exposed body. 
Zeus, on the other hand, is shown somewhat dumbfounded, as his outstretched arms, both held 
rather awkwardly in front of him, aptly convey this notion. Apart from their legs overlapping 
with one another implying dangerous proximity, only two points of contact between them exist, 
and it is precisely that—a contact and nothing more. First, Ganymede’s chlamys droops down 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
451 Boston 95.36, ARV2 381.182; dated to 490-480 BCE. 
452 Keuls 1985, 51. 
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barely enough to teasingly brush against the top of Zeus’ forward foot. Second, the god’s left 
hand is shown very carefully (and deliberately) to graze the tip of Ganymedes elbow (Figure 
4.21). But alas, this hand is holding the scepter. At this very moment, in order to make a grab, 
Zeus risks letting go of the sole attribute that empowers him as the king of the heavens. The 
youthful ephebic Ganymede is proving to be a hard-to-grasp, slippery quarry, very much like a 
hare. And doing so might be at the expense of the god’s otherwise unquestionable authority.  
 On side B, the Brygos Painter has shifted his alliances and gives over the center stage to 
Zeus. This time, his stance befits the commanding deity, the altar behind him providing a firm 
anchor, his left hand firmly in command of the scepter, his pose more dynamic with his bent 
right knee, and moreover, proudly displaying his body framed symmetrically by the drapery, not 
unlike the victorious lapith in Parthenon’s famed centauromachy relief (South Metope 27). 
While their feet this time barely overlap, the outstretched arm of the god freely overlaps the 
woman’s arm held out in supplication, and is well positioned to take hold of her arm at any 
moment. It is surely only a matter of time at this point.  
 While such details work in unison to convey significantly different nuances, one thing 
remains common on both sides: the Brygos Painter effectively utilizes the shape of the overall 
vessel to enhance the dynamism of the pursuit. The flaring contour of the vessel, reinforced by 
its loopy handles, is echoed repeatedly by the diagonal elements in the images themselves: the 
leaning bodies, the arched backs, the flailing folds of the drapery, Zeus’ scepters and 
Ganymede’s stick and hoop. And that being said, it is easy to overlook, as modern viewers, such 
deliberately crafted details that would have not gone unnoticed by the ancient consumers. 
Careful observation makes it clear that what is depicted here is the notion of suspense, a tangible 
moment rushing through Zeus’ knuckles that made first contact with his beloved. Ganymede 
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stands before us as the personification of Kairos himself—his scale, balanced precariously on top 
of the blade, at this juncture, can tip in any direction.  
 The network of formal elements from the poses of the individual actors to the topology of 
the entire vessel thus enables a large gradation of nuances in scenes of pursuit. One of the most 
obvious elements is the distance between the participants of the pursuit. We will finally consider 
a particular strategy that lies at the most extreme end of that spectrum—the split-narrative 
format, commonly associated with the Berlin Painter.453 Here, the distance between the pursuer 
and the pursued has become so large that they belong to different sides of the vessel.  
 While it is not the Berlin Painter’s name piece, his Ganymede bell krater at the Louvre is 
certainly his best-known oeuvre, and it has become a rather iconic example of the erotic pursuit 
motif as a whole (Figure 4.22 a,b). On side A, Zeus strides forward decisively and confidently, 
without losing auctoritas, his left hand holding the “phallic” scepter in perfect horizontal 
balance, which is replicated his outstretched right arm. He leans forward with a determined gaze, 
and the viewer feels naturally obliged to investigate what lies ahead, in the direction pointed 
doubly by both his scepter and fingertips. At this point the observer is held in suspense, very 
much like a visual cliffhanger, deprived of the object of Zeus’ intense focus. The truncated 
ground line, and the black void that surrounds this image of the striding divinity poetically 
isolates him from any recognizable worldly anchor, with which to situate the god in his own 
space. The empathetic faculty of the viewer is met with no distraction, therefore, and we are 
invited to emulate freely his own focus and intentions. In doing so, entertaining even the slightest 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
453 The Lewis Painter is also relevant here, but will not be considered in this study. 
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curiosity of what lies ahead, we are in some form or another identifying with the figure of the 
striding Zeus. 
 It is all too often that we forget the limitations of vision and visibility arising from the 
topology of the vase, when two-dimensional photographic reproductions have become the 
primary means of studying these objects. For instance, projection drawings of the entire surface 
of the vase, or opposite sides of the vase being made visible at the same time, severely 
undermine the original intended experience of these objects. Moreover, unlike small vessels such 
as aryballoi or even amphorae that can be picked up and handled, the krater—the visual anchor 
in the physical setting of the symposium, as it is so eloquently reasserted by Francois 
Lissarrague—is a stationary monument once the vessel is filled with the wine-water mixture. 
Any observer, physically present before this vessel, would have had to walk around it in order to 
see the other side—thus replicating the act of Zeus himself. This constitutes another form of 
bodily emulation and empathy that was discussed in Chapter 2, with the case of the 
Tyrannicides. And during this process, the visual identification of other half of the narrative 
nucleus is effectively delayed since the observer must act (walk around it), taking up a finite 
amount of time before he or she is given visual access to it.454 Analogously, if the empathy is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
454 The notion of temporal delay on split-narrative configuration has been duly noted by Steiner (2007, 100), who, 
among others, uses the narratological analogy of “discourse-time” defined by Genette (1970). By lengthening the 
“discourse-time” (the time it takes to tell the story, or equivalently look at the vase), Steiner argues that it 
approximates further the “story-time” (the time it actually takes for the events of the story to take place). In the case 
of the split-narrative pursuits examined here, however, I believe the focus is more on the immediate psychological 
effects of this delay of visual encounter, rather than trying to achieve an equivalence of the discourse- to the story-
time. Moreover, while not denying the close correspondence between literary and visual narratological structure, it 
is my intention to attempt to forgo direct one-to-one analogies between the two realms, so as to effectively prioritize 
the visual phenomena over framing it with pre-conceived categories from literary studies. That being said, the 
current study also hinges upon analogies to literary concepts, but more on the macroscopic, and phenomenological 
level, rather than the detailed syntactical structure, which is the focus of narratological studies.  
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complete, it is possible to project one’s own experience and assume that even Zeus himself, as it 
stands, has "lost a visual" on his target as well. 
 When the viewer walks around to the other side, he sees the beautiful Ganymede, holding 
out triumphantly the love-gift of a fighting cock in his left hand while his right hand controls his 
hoop. He remains entirely engrossed in his play and completely unaware of Zeus’ advances. This 
revelation should indeed be an immediate cause for alarm in the viewer’s mind, who is already 
informed of what lies beyond Ganymede’s attention. Whether or not the omniscient Zeus 
actually sees Ganymede, it is clear that Zeus is not visible to Ganymede at all. Ganymede strolls 
ahead nonetheless, in the same direction of many other split-narrative pursuits in which the 
pursued is shown actively fleeing. But Ganymede is not in flight; he is simply following the 
direction of his rolling hoop. Interestingly enough, however, the formal language of the figure-
in-flight still reverberates in the figure of Ganymede: the direction of the stride, the outstretched 
arms, and especially, the back-turned head. His pose, like many a pursued figure-in-flight, is 
largely an excuse to display frontally his perfectly proportioned, glorious nude body. 
  While there are many a split-narrative pursuit in red-figure vase painting, especially 
post-dating the Berlin Painter’s krater, the ingeniousness with which the latter delivers his 
narrative is that there are clearly two forms of temporal delay at play: 1) depriving the viewer 
visual access to part of the narrative, and 2) depriving the actors of their awareness by virtue of 
limiting visibility. The suspense created thus is also two-fold, the suspense of what lies ahead 
from the ignorance on the part of the viewer, and the suspense of what follows temporally from 
the ignorance of the actor. Another related narratological phenomenon that can result from 
narrative delay is surprise. As we shall see below, suspense and surprise are related, but not the 
same; imagine the viewer first encounters Ganymede, and had no knowledge of Zeus’ advances, 
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in which case the viewer’s delayed visual encounter with Zeus will cause a reaction of surprise. 
Subsequently, the viewer may then start to worry for Ganymede. By isolating single figures in 
the visual field of the viewer in this way, allows him to immerse fully in empathizing with one or 
sympathizing with the other. Depending on the visual target at the moment, and on the order in 
which the viewer encountered them, and knowing or not knowing what lies behind each side 
create a matrix of possible emotions. 
 Red-figure erotic pursuits that employ a strict split-narrative structure—with clear 
discontinuity between the two sides, with the pursuer on one and the pursued on the other—
counts 49 in total. These seem to show absolutely no detectible correlation pattern whatsoever 
with the subject of the pursuit, be it divine, mortal, mythological, dionysiac, heterosexual or 
homosexual, nor with the shape of the vessel, which includes skyphoi, pelikes, amphorae, and 
kraters, among others. While the number of vases with strict split-narrative constitutes only 6% 
of all red-figure pursuits, which is clearly not the majority, when compared to the black-figure 
case, which comprised a handful of, and only of little master cups, it is clear that this motif has 
unambiguously asserted itself as a currency in the red-figure scene. When we include the vessels 
that have a narrow body, such as the lekythos, the alabastron, or the lebes gamikos (Figures 4.6 
and 4.7), and thus the two actors in a pursuit can hardly ever be seen together simply by virtue of 
its shape, this ratio almost doubles to over 10%. Often, even when the pursuer and the pursued 
are not separated, the two sides of the vessel may be narratively connected nonetheless—in a 
manner which Alan Shapiro proposed to call unified narrative, where spatial difference in the 
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same narrative translate to different pictorial frames.455 This occurs when the other side shows 
additional people that are part of the pursuit-narrative, whether they are subsidiary figures in 
flight, a relation to the victim (like a parent), or even a generic bystander. The total count of 
these vases altogether makes up more than one-third of all red-figure pursuits (35%).456 Lastly, 
vases with pursuits on both sides—which are referred to hereafter as double-pursuits—are also 
not uncommon, constituting 8% of the entire corpus. Strictly speaking, double-pursuits do not 
share the same kind of structure of suspense as the split-narrative case, but they do capitalize on 
the issues of visibility and memory by delay, repetition, and recognition, and engenders a solid 
unification in the viewer’s mind between the two sides.457 It is not unlike the case of the Boston 
jumpers vase, the pelike with two jumping youths on either side that was discussed earlier in 
section 3.2. 
 Depending on whether one accepts the double-pursuit as relevant, the examination of 
narrative distribution of pursuits on the vases reveals that over one-third, or possibly close to half 
of all red-figure erotic pursuits utilize the topology of vase to some effect of narrative delay, by 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
455 Shapiro’s unified narrative (Shapiro 1992) thus includes the “split-narrative” pursuits a la Berlin Painter. 
Stansbury-O’Donnell’s (1999, 137-139) modified category, panoramic narrative, expands the category to include 
continuous frieze-like compositions, which are also significant among pursuits and make of 21% of all erotic 
pursuits. 
456 If we include Stansbury-O’Donnell’s panoramic narrative configuration, this ratio will be over 50%. However, 
many of the “friezes” do not extend all the way to the back, and the relationship between the viewer’s visual field 
and visibility of the parts of the narrative is not always uniform, making it difficult to use this category 
systematically for the purpose of this chapter.    
457 A relatively recent study by Ann Steiner (2007), concentrating on the various levels of semantic connections 
made by many forms of repetition (both text/inscription and image), makes the case stronger for linking generically 
related events through visual repetition; see also Stansbury O’Donnell 1999, 124-136, on narratological 
“paradigmatic extension”, where structural equivalence between visual narratives is based on “substitution” and 
“similarity”. At least the case when the pursuer is the same on both sides, such as Zeus on the Brygos Painter’s 
kantharos (Figure 4.20), is a clear example that approximates the cyclic narrative (Stansbury O’Donnell 1999, 145-
49), where chronological succession solidifies the narrative character (i.e., “Zeus chased A and then, the same Zeus 
chased B”). 
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spatio-temporal manipulation of the viewer’s visual access, and actuate in the viewer combined 
feelings of surprise and suspense.   
 
4.5 The Anatomy of Suspense 
4.5.1 The Paradox 
 The numerous literary definitions of "suspense" all vary slightly, but converge on a few 
salient points: suspense 1) is characterized by anxiety, 2) has also an element of fascination or 
excitement, 3) stems from uncertainty, 4) is almost always achieved by some form of 
foreshadowing, 5) related but different from surprise. There is little contention regarding the first 
two items, as nervous anticipation mixed with hope/desire and suspicion/fear is something we 
have all experienced. The third item is where things get thorny. While it seems that the notion of 
“uncertainty” is a necessary condition for the feeling of suspense, many scholars have attempted 
across disciplines from philosophy to neurology, without much agreement, as to why the 
elimination of uncertainty still arouses feelings of suspense. Let us step back for a moment and 
review what entails uncertainty.  
The classic structure of a thriller or mystery plot can take the form of the “whodunit” 
technique, where the audience is deprived of the knowledge of who is the killer, keeping the 
audience guessing until the final revelation. Alternatively, it can also take on the form of what is 
often characterized as the signature style of Hitchcock, where the audience may know all the 
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facts, but still feels unbearable tension and suspense.458 Here the uncertainty is not in the facts so 
much as the process. When sudden turn-of-events go completely against one’s expectation, this 
will result in surprise; therefore knowing the outcome will completely remove the element of 
surprise.459 But suspense, as it is commonly agreed upon, can still be felt quite intensely even if 
we know the final outcome; hence the qualification, “most great art relies more heavily on 
suspense than on surprise.”460 And that great suspense therefore resides in the “how” rather than 
the “what”. 
 Let us come back to the particular question of uncertainty and its relationship to 
suspense. Even if uncertainty is in the process and not necessarily in the facts, and if some form 
of uncertainty is still needed to feel suspense, why would multiple viewings of the same film, or 
multiple readings of the same book, or multiple hearings of the same bedtime story still arouse 
the feeling of suspense? It seems a well-acknowledged fact that repeated viewings of 
Hitchcock’s Psycho, in fact, makes the office scene that leads up to the murder even more 
suspenseful than the first viewing. But why indeed is it so, if it all hinges on uncertainty?  The 
so-called “Paradox of Suspense,” as theorist Nöel Carroll first problematized, is still a largely 
unsolved riddle, and it is certainly beyond the scope of this chapter to examine the problem in 
much detail.461 Nevertheless, a quick summary of the proposed solutions may in turn provide 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
458 “It is possible to build up almost unbearable tension in a play or film in which the audience knows who the 
murderer is all the time, and from the very start they want to scream out to all the other characters in the plot, 
“Watch out for So-and-So! He’s a killer!” There you have real tenseness and an irresistible desire to know what 
happens, instead of a group of characters deployed in a human chess problem. For that reason I believe in giving the 
audience all the facts as early as possible.” —Alfred Hitchock, quoted in Geduld 1971, 128. 
459 For a comparative discussion on surprise and suspense, see Chatman 1978, 59-63. 
460 Sylvan Barnet, Morton Berman, and William Burto, A Dictionary of Literary Terms (Boston, 1960), 84. 
461 Carroll 1984. 
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some insight into understanding the anatomy of suspense, as well as help us explore its relevancy 
to the case of the Greek vases. 
 Explaining the origin of recidivist experience of suspense (suspense felt in repeated 
experiences of a familiar narrative) lies at the heart of the paradox, especially in the face of 
studies in cognitive psychology: the standard account by Ortony, Clore and Collins attributes 
fear, hope, and the “cognitive state of uncertainty” to what constitutes suspense.462 While it is 
true that people differ in their penchant for recidivism, and they differ also in their opinion about 
how much suspense is indeed felt, or how much it diminishes with subsequent viewings, it is still 
widely accepted that recidivist suspense is a real phenomenon. Each solution proposed to this 
paradox does one of three things. Either it undermines the premise that uncertainty is a 
prerequisite for suspense, or it denies the fact that we are cognitively certain even in repeated 
viewings, or that we are misidentifying anticipation with the emotion of suspense. For example, 
Nöel Carroll’s position is that merely “imagined uncertainty” is enough for the feeling of 
suspense and does not require actual uncertainty.463 The “desire-frustration theory”, on the other 
hand, precludes uncertainty as a necessary condition altogether, claiming that suspense is created 
from the frustration of not being able to affect a desired outcome of an imminent event.464 The 
“moment-by-moment forgetting theory”, following its self-explanatory title, suggests that when 
the viewer is caught in the grips of a narrative he or she forgets momentarily the outcome, and 
hence is able to experience emotions of suspense. And it is claimed that this momentary 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
462 Ortony, Clore and Collins 1998. 
463 Carroll 2001. 
464 Smut 2008. 
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forgetting is built in our cognitive architecture, which has an evolutionary biological basis.465 
And finally, the “misidentification theory” claims that recidivists are in fact mistaking the notion 
of anticipation with true suspense, because true suspense does require the cognitive state of 
uncertainty, which recidivist do not have.466  
 While none of these solutions alone are thought to provide a sufficient explanation for the 
Paradox of Suspense, it is highly probable that certain combinations of these elements are at 
work. At the heart of the problem, however, lies the fact that while all such explanations, despite 
referring commonly to the visual medium of film, pay surprisingly little consideration to the 
visuality of the experience. Instead, the problem of suspense is thought of mainly in terms of the 
narrative as a chronological consumption of “events”, treating both literary and visual genres 
equally. In fact, all proposed theories for the paradox explained above, perhaps with the 
exception of the last—emotional misidentification theory—can be rephrased in terms of an 
embodied experience. When one physically experiences the thrill or the anxiety of the shown 
person, through emulative transferal, it is certainly possible to forget for the time being what the 
immediate outcome is, or to simply not care; or despite one’s logical memory of knowing the 
outcome, still cannot help but desire the opposite for that person. And while this 
phenomenological experience is not exclusive to the visual nature of the medium, it is a 
significant feature of the visual experience, which facilitates the viewer to identify or empathize 
with the agent of the narrative. It is thus well known that the first step towards a successful 
practice of suspense is to make the viewer invested, or to “be drawn in”, since without the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
465 Gerrig 1997. 
466 Yanal 1999. 
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viewer’s psychological involvement there will be no suspense. This investment, of course, can 
take many forms and degrees, and is not necessarily limited to one-to-one identification; anyone, 
regardless of their age and gender, can empathize enough with a 50 year-old male fugitive to feel 
suspense during a chase, or for that matter, with a 14 year-old girl running from a rapist. This is 
also the basis for which no significant issue arises with a Greek symposiast being able to 
empathizing with either figures of Zeus, or Ganymede, regardless of their age and social status 
or, for that matter, with a woman running from the spears of Theseus.  
 
4.5.2 The Chase 
 The general notion of suspense in narrative film theories are useful, but perhaps too broad 
a phenomenon to directly retroject onto the case of the Greek vases. This section contemplates, 
therefore, what I consider the closest contemporary equivalent, on several levels, to the erotic 
pursuit in 5th century Greek vase painting: the chase sequences in films of the Action/Thriller 
genre. The essential nature of a well-crafted chase sequence, in order to rouse the feeling of 
suspense in the film audience, has undoubtedly made the motif practically a stock technique in 
popular contemporary cinema. It is hardly surprising that numerous filmmaking practice manuals 
and editing bibles feature a dedicated section to the feature of a chase sequence, and its 
pervasiveness in contemporary cinema, be it between humans, cars, or spaceships, hardly needs 
qualification. The following section of the screenplay for Christopher Nolan’s film Inception 
(2010) is a full two-minute long chase sequence in the colorful market streets of Mombasa, 
Kenya, between the main protagonist Cobb (Leonardo DiCaprio), and a few “businessmen” who 
are desperately trying to catch him. He has just tumbled over a balcony and landed in a crowd-
filled street: 
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EXT. STREET, MOMBASA - CONTINUOUS 
 
Cobb stands up, PUSHES into the crowd- faces PEER at him- he 




   Yes? 
SECOND BUSINESSMAN  
   We need to- 
 
Cobb HEAD BUTTS the Second Businessman, PUSHES past him- 
 
The First Businessman races out of the bar, sees Cobb's wake, 
DIVES after him- Cobb RACES headlong through tight passageways, 
WEAVING through or KNOCKING into the locals... 
 
He steps into a dark, crowded cafe, scanning the tables... the 
First Businessman enters, spots him. An AFRICAN MAN gets in 
Cobb's face, jabbering at him in Swahili- Cobb considers his 
options... the First Businessman DRAWS A GUN- Cobb bolts, steps 
up on a table and out an open window, SCRAMBLING into the alley 
outside... 
 
Cobb LOOKS left, right... CUTS LEFT into a narrow, CROWDED alley- 
the alley NARROWS TO A DEAD END. Faces in the CROWD start to 
watch Cobb- PEOPLE start to SURROUND him- Cobb looks back the way 
he came- the two Businessmen are there, GUNS DRAWN- 
 
Cobb sees a SMALL GAP between the buildings at the narrow end- he 
THROWS himself into it- gets STUCK HALFWAY... 
 
The crowd bears down, GRABBING for him as Cobb struggles to 
SQUEEZE HIMSELF through the gap... Cobb's moving INCHES as his 
pursuers gain YARDS... the Crowd is upon him... he BURSTS FREE. 
TUMBLING onto the next street, ROLLING out of sight. 
  
The chase sequence from the shooting-script of Inception (2010)—a literal ekphrasis and a one-
to-one corresponding verbal description of the visual end-product—as gripping as it may seem, 
still feels immensely pale in comparison to the experience of the visual sequence of the film.467 
The cat-and-mouse game that is enacted in this 2 minute sequence is a particularly suspenseful, 
well-crafted scene, which seems to “work its magic” even during repeated viewings. This is, of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
467 http://vimeo.com/76234587 — the 2 minute chase sequence from Inception (2010) with rescoring; original music 
composed by Il-Jung Kim. 
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course, a feature of any good chase sequence, despite its progressively sensationalist tendencies 
in the face of the “sensory-overload” of our contemporary visual culture. In these sequences, the 
temporal immediacy and the physicality, enhanced tremendously by the various editing 
techniques, phenomenologically appeal directly to one’s perceptive faculties, which in turn 
seems to render the very knowledge that Cobb escapes in the end anyway, more or less irrelevant 
at the time of the viewing. 
 So what exactly is at the core of a well-crafted pursuit sequence that makes it so 
suspenseful? While there are numerous factors both psychological and physiological, there are 
two features that clearly stand out above the rest. The first is the notion of vision and visibility. 
The second is its temporality and delay. These two features together, are also the main 
ingredients in the split-narrative structure of erotic pursuits on Greek vases.  
 A closer examination of the Christopher Nolan’s screenplay allows us to peer into the 
mechanics of how vision plays a decisive role in the phenomenology of the chase. It is evident 
already from the shooting script that visibility is an important leitmotif in itself. Certain parts of 
the text of the screenplay are highlighted (my italics), where this is expressly shown, from faces 
in the crowd “peering” at Cobb, or when the pursuer “sees Cobb’s wake”, or Cobb “scanning the 
tables”, and “looks left and right”, or “looks back at where he came from”, spotting his pursuers. 
And finally, after a few seconds that feel like a million, during which Cobb is physically stuck in 
a tight space between two buildings, his escape from this entire ordeal is complete by “rolling 
out of sight.” There are as many as four different point of views (hereafter POV) expressed in 
this short sequence: 1) first-person POV of the protagonist (Cobb), 2) the second-person POV of 
the pursuers, 3) the third-person POV of the other figures within the narrative (i.e., “the crowd”), 
and finally 4) the neutral, third-person omniscient POV that simulates, if anything, the POV of 
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the film-viewer. The entire sequence is a fast-paced quick jumble of all of these POVs being put 
together in rapid succession, while respecting the overall temporal progression of the narrative. 
Especially the rapid cuts back and forth between the first and second POVs are a highly 
important general feature of virtually every suspenseful chase sequence. According to Christian 
Metz’ semiotic analysis of film, this “grammar" would fall under the category of alternating 
syntagm, where simultaneity is implied between two alternating sequence of shots, but each with 
its own space and temporal development.468 The interesting feature of the alternating syntagm 
employed invariably in pursuits is that it forces the viewer to momentarily embody both 
perspectives of the pursuer and the pursued. This is facilitated by the generous use of POV-shots. 
After all, a successful pursuit, or alternatively, a successful escape hinges on being visible or 
invisible; and the notion of the gaze in this case, directly connects to power over the opponent. 
 Manipulation of temporality is also a crucial element in enhancing suspense—it seems to 
require both a rapid pace and a delay. This may seem at first highly contradictory; however, it is 
rather obvious that an action-packed two-minute sequence is significantly more effective in 
producing suspense than a twenty-minute vérité footage.469 Such shortening of the discourse-
time (time it takes to tell the story), in fact, is a crucial technique for creating suspense; the 
Inception chase scene, which takes up two minutes of discourse-time, would have surely taken 
longer in story-time (time it would take for the narrative to actually take place).470  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
468 Metz 1974, 122; see also Lapsley and Westlake 2006, 41. 
469 cinéma vérité: a subgenre of documentary filmmaking style which “records” as if a “fly on the wall” rather than 
narrating. Also called observational cinema.  
470 On discourse-time and story-time, see Genette 1970; and Chatman 1978, 63ff. (cf., see also discussion in note 
457 above). 
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 On the other hand, narrative delay, also crucial for enhancing suspense, is a temporal 
prolonging, but not in the absolute sense of lengthening time. It is strictly a temporal delay 
relative to the discourse-time, i.e., relative to the narrative nuclei of events that are packed into 
that shortened, limited discourse-time. One way of making a finite amount of time feel longer is 
to pack more events and motions into it. The two minutes of the Inception sequence are teeming 
with so many near-encounters, physical contacts, and slippery escapes, but the final escape is 
delayed until the end. Another effective way of achieving temporal delay is to give an impression 
of prolonging the process by manipulating the viewers’ expectations. In the semiotic system of 
alternating syntagm, which shows alternating POVs, instinctively understood as chronologically 
simultaneous, it becomes simply a matter of delaying one POV relative to the other. For 
example, in the very last segment of the chase scene above, when Cobb is inching his way out of 
the alley, the interlaced POV-shots showing the progression of his pursuers are portrayed more 
rapidly—Cobb’s progression seems infinitely slower than what the viewer expects from seeing 
the progression of his pursuers, explicitized in the script: “Cobb's moving INCHES as his 
pursuers gain YARDS…” But it is not only about the speed of the movement portrayed, it is also 
about the “speed of time” itself. It is the oldest trick up Hollywood’s sleeve: the bomb clock 
should have reached its detonation point so many minutes ago already, vis-à-vis the perceived 
discourse-time, which sets the viewer’s temporal expectations (a myriad of things has happened 





4.6 Aeschylus: Vision, Stagecraft, and Suspense 
 The analogy of the contemporary cinema may seem a deliberately far-fetched 
contrivance. But in a society in which there is a complete absence of the moving-image form of 
visual entertainment, the closest thing to how the modern-day viewers consumes video-clips on 
youtube at a house-party would indeed have been the pleasures of visually consuming images on 
Greek vases at a symposium. Alternatively, there was, of course, the Greek Drama, which is in 
every shape and form a true narrative genre that is both literary and visual. While the exact 
origins of Greek tragedy is much debated, it seems clear that it was an influential form of 
narrative art by the late 6th century BCE and was performed publicly at the Dionysia in Athens 
and at festivals elsewhere in ancient Greece.471 While the first extant fully preserved tragedy, 
which is none other than Aeschylus’ Persians, was produced in 472 BCE, we know that this was 
already nearly two thirds into the tragedian’s career, as his first tragedy was produced in 500/499 
BCE at the Great Dionysia.472 His predecessor and rival Phrynichos who wrote the Phoenissae, 
first appeared in tragic contests at least ten years before Aeschylus did, around 510 BCE, and 
Choerilus and Pratinas of Philius slightly before (who also competed with Aeschylus), and of 
course there is Thespis, who is attributed to have been the first to enact a character, unlike the 
epic bard who narrated the poem, in 534 BCE.473    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
471 The scholarly discourse on the origin of Greek tragedy is numerous; for the religious context of its origins, see 
Sourvinou-Inwood 2003, 141-196, and references therein; see also, Else 1967.  
472 Rosenmeyer 1982, 369-76. 
473 Dioscorides, Anth. Pal. 7.410; Diogenes Laertius 3.56. 
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 Aeschylus is widely credited to have codified Greek Tragedy as we know it. This 
includes the invention of the trilogy format (or tetralogy, with a satyr play), and the introduction 
of the second actor that enabled dramatic conflicts to be enacted on the stage.474 Whatever 
development was happening from the first staging of the dramatic form in 534 BCE to the first 
fully extant play Persians in 472 BCE, it must have been happening rather rapidly.475 And it is 
reasonable to assume that these gears were set in motion by the early years of the fifth century. 
At the very least, we know that Aeschylus took home his first victory in 484 BCE.   
 As unraveling the so-called Paradox of Suspense in contemporary narrative theories has 
made it sufficiently clear, the creation of narrative suspense has less to do with the facts or the 
‘what’, but with the ‘how’: the narrative build-up with the use of foreshadowing, manipulation of 
expectation, and most importantly, the use of temporal delay. With successful use of such 
techniques, a suspenseful narrative need not entail surprise, as it is with the case with non-fiction 
narratives, or when all the “facts” are already public knowledge. This is particularly pertinent in 
the case of the tragic narrative, which were predominantly pulled from known repertoire of 
myths. We know that Agamemnon dies, and we know that the Persians were defeated at 
Salamis.476 But how does this happen and when? What psychological process do the protagonists 
go through and how fast do they get there?  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
474 On the introduction of the second actor, Aristotle Poetics, chapt. 4. 
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 Aeschylus seems to have known this very well, as it is not by chance he is considered the 
father of tragedy and the master of suspense. The Persians was produced only 7 years after the 
Battle of Salamis, in which Aeschylus himself is known to have been a participant and an 
eyewitness. A certain Glaukos, quoted in the Argument of the extant manuscript of the Persians, 
claims that the play was modeled after the Phoenissae of Phrynichus (Phoenician Woman, which 
does not survive, and likely would have been produced in 476 BCE).477 Many scholars downplay 
this claim by emphasizing that the similarities would have ended in superficial resemblances: 
first, in the general historical subject matter (defeat of the Persians at Salamis), and second, 
similarities in the opening line of Phoenissae, quoted by Glaukos, “ταδ᾽ ἐστί Περσῶν τῶν πάλαι 
βεβηκότων” (These belong to the Persians who have long ago departed), which seems to echo in 
the opening of the Persians: “Τάδε µὲν Περσῶν τῶν οἰχοµένων / Ἑλλάδ᾽ἐσ αἶαν πιστὰ 
καλεῖται,” (We are called ‘the faithful’ of the Persians, who have gone to the land of Greece). 
Glaukos himself actually illuminates us further with a crucial difference between the two plays:  
“But in that play [Phoenissae] it was a eunuch who reported the defeat of Xerxes 
at the beginning, while he prepared some thrones for the magistrates of the empire, 
whereas in Persians, the prologue is delivered by the chorus of elders.”478  
So while Phrynichus’ play on the collapse of Persia began by acknowledging the obvious fact of 
the defeat of Xerxes at Salamis, Aeschylus starts by a prologue of the chorus, making it a critical 
question to be answered. The messenger speech, which announces Xerxes’ defeat, is deferred to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
than a historical account, and some Euripidean narratives seem to have been drawn from un-canonical mythical 
traditions.    
477 It is conventionally accepted that Phrynichus’ latest recorded victory of 476 BCE is the date of the Phoenissae 
(noted already in 1699 by Richard Bentley); on the identity of Glaukos, Lembke and Herrington 1981, 14, n.19 
478 trans. by Edith Hall (2007, 37). 
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as late as one-quarter into the play (Messenger enters at line 250; total lines 1078). This valuable 
information, already noted in antiquity, has prompted significant interest in Aeschylean narrative 
techniques, and how suspense is built through techniques such as narrative delay and 
foreshadowing.   
 Set in the royal court of Sousa, Persians opens with a long choral performance preceding 
the arrival of Queen Atossa on the scene (1-154). Her entrance (155) is followed by her 
recounting her ominous dream (176-214), which is created specifically as a vehicle for 
highlighting and prolonging the ignorance of the stage figures, while giving a foreboding sense 
of anxiety. The false sense of security by the initial favorable reading of the dream by the Chorus 
(215-227) is also a deliberate narrative technique to heighten the eventual drama. In the words of 
Barbara Goward, “the main thrust of the play indeed, in all but the last scene, is to build up and 
sustain suspense so as to make critically important the effect of the news of defeat as it ‘breaks’ 
on the living and dead members of the royal house of Persia.”479 Goward proceeds to offer that 
the playwright sets about reinventing the relationship between the audience and a known story, 
and to get the audience to “forget” at some level what it already knows by submitting their 
attention to the temporary control of a higher authority, namely the poet. Here, Goward is going 
on the “moment-by-moment forgetting” solution for the Paradox of Suspense, which is 
predicated on the existence of “cognitive state of uncertainty”. However, as noted earlier, given 
the other solutions to the paradox, uncertainty itself or “forgetting” (especially the facts) need not 
be the main drive for suspense. Instead, a stronger case can be made for empathy—and by 
extension embodied viewing—from one moment to the next, the emotions of the spectators 
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become a mirror of the characters on stage, becoming a vehicle for playing out physiologically 
what is projected onto them. The visuality of the dramatic performance becomes essential in 
order to achieve this state of empathy, as it literally becomes a case of “seeing is believing.”480 It 
is not that the audience would have “forgotten” especially about the fact that Persians were 
defeated in Salamis. If anything, the suspense is heightened because the stage figures do not 
know what the audience already does. Moreover, the dramatic performance, reenacting events 
within the otherwise inaccessible inner circles of the “other”, at the court of the enemy, as if 
literally happening in real time in front of one’s eyes, would have fascinated and drawn the 
viewers in momentarily, allowing them to transfer their identity onto what is perceived visually. 
While it is still a matter of some contention whether or not the Persians were written with overall 
sympathy or hostility towards the Persians, and even if the latter is true, this does not necessarily 
preclude momentary empathy. If anything, the exceptional success that the play seems to have 
achieved in the fifth century and later, may indeed be caused by the degree of empathy it caused, 
despite its seeming unlikeliness. Analogously, Ada Cohen has argued for a temporary 
destabilization of the Greek male identity, albeit through humor, in connection with various 
double-sided sympotic vessels, featuring the “other”, allowing playful shifts in one’s identity.481  
 The visual nature of Greek tragedy has been sufficiently defended, especially by Oliver 
Taplin, who wrote an entire treatise dedicated to the stagecraft of Aeschylus. It hardly needs 
emphasizing that the dramatist’s job did not end with the writing of the play, but included the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
480 A case can be made connecting the historian's penchant for eyewitness accounts.  
481 Cohen (2011) makes this case, especially for the Eurymedon vase; the transferral of empathy and the identity 
between actor and spectator is admittedly a complex subject, which merits a closer look, but is beyond the scope of 
the current chapter.  
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production and the staging of it. In fact, Taplin notes that the sources never refer to the dramatist 
as writing (γράφειν) a play, but that they produced (ποιεῖν) and directed (διδάσκειν) it, leading to 
the assertion, “the performance was the play” (his italics).482 It may be virtually impossible to 
reconstruct the wide range of stage actions that would have accompanied the extant dialogues. 
But as Taplin has amply shown, the care with which stage entrances and exits were crafted—
with preludes, announcements, delays, and deliberate misleadings—is a testament to the 
importance of the visuality of the actor’s presence or absence on the stage, making it one of the 
key aspect of the performative product. 
 The physical stage of the tragic theater, therefore, becomes a space into which the viewer 
is allowed free reign to transport him or herself, by means of visual contact with his or her 
object. As the next section will make clearer, ancient Greek theories of vision invariably attribute 
a more active role than is scientifically understood today, making the connection between the 
seeing and seen not only “tactile”, i.e., physiological, but also psychologically informed, all at 
the very moment of visual contact.483 As a tragedian, who was pioneering ways in which to 
heighten the emotional involvement of the viewers to his craft, Aeschylus seems to have paid 
particular attention to temporally manipulating his narrative, by way of controlling when exactly 
and what exactly the viewers were allowed visual access. The variety of length and intensity with 
which entrances are alluded to and prepared, for example, can be seen within a single oeuvre. In 
the Persians, while the first entry of the Queen (159) was preceded by a significant speech 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
482 Taplin 1977, 12-13; the reading of the play as text, while must have been practiced to some extent, was not 
widespread especially during the 5th century BCE (Taplin 1997, 15). 
483 See, for example, Stansbury-O’Donnell 2006, 61-67, for a concise overview on Greek theories of vision. 
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announcing her entry (144-158), the re-entry of the Queen (598) after the messenger speech is 
followed by no direct announcement, but alluded to in only one sentence (521-4) in her own 
words that she will be back after fetching offerings. In fact, when stating her exit, she also 
instructs what to do in the case her son Xerxes returns in her absence (530). Her sudden re-entry, 
therefore, is a deliberate one that precedes Xerxes’ return, which in turn constitutes a narrative 
delay imposed on the latter. Of course, Xerxes’ return near the very end of the play (908) is 
exactly what the entire play sets itself up to, from the very first entry speech by the chorus, 
announcing the Queen’s arrival (144-154):  
“How are the matters proceeding for Xerxes the King, / son of Dareios? 
Has the drawn bow won, / or has the mighty pointed / spear been victorious? 
But here comes the mother of the King, / my Queen, like light from the eyes 
of gods. We prostrate ourselves, / and must all address her / with words of salutation.” 484 
 
Hence, it is set up literally from the very beginning of the play that when the chorus asks after 
Xerxes, they are instead is given Queen Atossa. It seems apparent that throughout the play 
Queen Atossa’s visual appearance is considered a replacement and thus a symbolic hindrance to 
that of her son she awaits — the viewers are held at bay, by constant allusion to Xerxes’ return, 
which does not happen. Instead, while on stage the Queen repeatedly enacts a “visual 
preparation” for the audience, mentioning at several critical junctures the ragged, tattered 
appearance of Xerxes. The fact that Xerxes would be wearing rags becomes something of an 
expectation by the time of his entry, as it is alluded to and lamented many times throughout the 
play (199; 469f; 832f; 845f). And when he does finally enter, the ragged finery that he wears, 
visually manifest on stage, becomes an ever more powerful, dire symbol of defeat of an entire 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
484 Trans. by Edith Hall (2007) 
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nation. Thus a final “visual confirmation” of Xerxes’ defeat is given to the viewers, coinciding 
immediately with the sighting itself. “Seeing” has literally become “believing”.485  
  By contrast, calling on the ghost of Dareios, and his appearance on stage, seems to have 
been deliberately unmentioned until ll. 619ff, whence starts the intense preparation for his 
summoning. This seems to be another form of temporal controlling of access, which is most 
likely a deliberate move in contrast with the case of Xerxes. If the coordinated delay of Xerxes’ 
entrance to the very last is a technique to prolong the feeling of suspense, the unexpected sudden, 
short and very intense preparation for Dareios is a technique to induce awe and surprise. The 
epiphanic nature of Dareios’ presence on stage and his omniscient insight, which would have 
aligned with the opinion of the Hellenes, make him a particularly interesting visual symbol. First, 
the very fact that he is visible—by summoning, emphasizing the very process of making him 
visible on stage—constitutes proof in itself that vision entails access to power. Second, his twice-
removed “otherness”—foreign and divine—seems to be overridden by his sudden awe-striking 
appearance, and who ironically provides words with which the Greeks would identify. 
 Temporal control, mostly in the form of delay, are everywhere in Aeschylean works. The 
employment of narrative delay in service of suspense, of course, is not exclusive to entrances, as 
in the case of deliberately delaying recognitions. Recognition, or anagnorisis, is defined in 
Aristotle’s Poetics as "a change from ignorance to knowledge, producing love or hate between 
the persons destined by the poet for good or bad fortune.”486 While anagnorisis is not confined to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
485 Taplin (1977, 123) is adamant about the “tattered fineries” that Xerxes must have been wearing for his entry, and 
rightly so.  
486 Poetics 1452a. 
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recognition between persons, Aristotle recommends that the best form of anagnorisis is when it 
is accompanied by peripeteia (reversal of fortunes), which, by definition, cannot happen too 
early in the plot (Aristotle also defines mastery of plot to be the last and most difficult thing to 
attain). Moreover, Aristotle maintains that recognition combined with reversal will arouse strong 
emotions such as pity or fear, which would predicate on the notion of emotional investment that 
is mounted by suspense.487  In the Libation Bearers, for example, Electra’s recognition of her 
brother Orestes comes only after a significant exchange as if he was a stranger, and even when 
told, her disbelief is not resolved until she has seen with her own eyes the tokens of recognition. 
Euripides, later in his version of the narrative Electra, delays this recognition even further by 
playing upon the same tokens of recognition that Aeschylean Electra had accepted. This time, the 
Euripidean Electra rejects these same tokens one by one, until a more believable one is presented 
(the scar). Note also that recognition is also a form of “sight” or “vision”, this time between the 
actors on stage.  
 But let us return to entrances and exits. Analogous to the nostos theme of the Persians, 
which hinges upon the return of the “hero” from battle, the first of the Orestaia trilogy 
Agamemmon also sets up for the return of the triumphant king, only this time, to his tragic death. 
Agamemnon himself does not enter the scene until line 783, exactly half point of the play, which 
he does, of course, with significant pomp. The first half of the play is very much in explicit 
anticipation of his arrival. Like the Persians, the entrances and exits in Agamemnon of both 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
487 Aristotle’s use of “surprise” as a key ingredient in a successful tragic plot, does not seem to separate out the 
notion of  “suspense” as an independent concept. If anything, he qualifies the recognitions happening “by natural 
means” as superior to those that happen by “the intention of the poet”; I take this to mean that the suspense must 
build up to a point where it is an inevitable discovery, rather than simply telling the facts through a speech.    
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Clytemnestra and Agamemnon, are an elaborate interplay between visuality and temporality at 
the critical junctures of narrative development. Especially memorable is the (in)famous, long 
walk on purple robes (or tapestry) that Agamemnon took to exit the stage, into the palace, while 
Clytemnestra gives her final chilling speech of welcome (855-972). Despite the over-debated 
meaning of this sequence, one thing is clear: the strong protest from Agamemnon is yet another 
form of delay for the action that symbolically renders him as good as dead. Clytemnestra won, 
and Agamemnon walks right into his doom.488 The audience feels the suspense mounting, 
because as soon as he is out of sight, we know we will never see him again. Clytemnestra then 
follows suite (974), and the audience expects the scream. But instead, she comes back out again 
(1035), this time to address Cassandra, the object of the former’s fatal jealousy. But Cassandra 
does not speak. This is the one place where it is thought that Clytemnestra, whose commanding 
presence is always fully in control of the play, is rendered moot by Cassandra’s silence.489 
Cassandra’s delay of speech gives her a new stature vis-à-vis the Queen, to whom she refused to 
respond. Only after the Queen is out of sight once again (1068), finally does Cassandra deliver 
her frightening visions and prophecies. This decisive speech goes on also for a frighteningly long 
time (1070-1330), after which Cassandra finally enters the palace herself. With the prophetess 
now out of sight, only then do we finally hear the murder, taking place off-stage, out of our 
vision (1343-7). Death cries in the form of complete lines of off-stage speeches occur in later 
tragedy, but this is the only instance in Aeschylus, where words are heard from off-stage. Taplin 
attributes Agamemnon’s murder to one of the first uses of this technique, considering the fact 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
488 “He enters a conqueror, and goes off himself conquered” (Taplin 1977, 308). 
489 Taplin 1977, 318. 
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that the skene was still a new form.490 We know, and hear the event take place, but we do not 
see—another form of visual delay. And then finally, the deed is shown as fait accomplit, by 
opening the palace doors to display the bodies of Agamemnon and Cassandra, with Clytemnestra 
standing over them (1372). A visual confirmation yet again, that has been delayed to the effect of 
suspense and release. Even more complicated entrance and exit strategies surround the murder of 
Aegisthus and Clytemnestra by Orestes in the Libation Bearers, partially to allow two murders to 
occur back-to-back, without the act of killing to be visible on-stage. 
 The possible revamping of the theater of Dionysos in the fifth century may coincide with 
the invention of skenographia by the painter Agatharcus, who, according to Vitruvius 
(7.praef.11), worked for Aeschylus. Aristotle, on the other hand, credits Sophocles with the 
introduction of skenographia (Poet. 4, 1449a 18), and therefore it is generally accept that 
Agatharchos worked for both tragedians during a narrow window around 460 BCE.491 That 
skenographia became the byword for referring to a specific pictorial technique of illusionism—a 
kind of ancient one-point perspective—attests to the importance of the part it played in the 
visuality of the Greek drama.492 In order to review the history of skenographia and its impact on 
Greek tragedy would require another full chapter.493 Suffice it to say that the stage setting with 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
490 Taplin 1977, 323. 
491 Alternative views are few, but see, for example, Webster (1964, 185) or Rumpf (1947, 13) for the down-dating of 
Agatharchos, having him working on a revival of Aeschylus’ play rather than under the direction of the dramatist 
himself. As Taplin (1977) suggests throughout his analysis of Agamemnon, however, it is very difficult to imagine 
the play without a skene and skenographia.    
492 Pollitt 1974, 234. 
493 Literature on skenographia is somewhat dispersed, as interest was rekindled in the 70s and 80s in conjunction 
with, I believe, the interest from Renaissance scholars on the problem of one-point perspective; see Beyen 1939; 
Bulle 1934; Keuls 1978 (on Plato’s reception); Webster 1978; Edgerton 1975; White 1967; for visual examples, see 
also Christensen 1999; Tybout 1989; Simon and Otto 1973. 
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an illusionistic, perspectival architectural backdrop, most likely employed by Aeschylus for the 
first time in the Oresteia, would have produced a tremendous impact, especially as the 
transitional space for entrances and exits. In short, it would have provided a monumental and 
realistic, spatial reference that perfected the space-time unity of the dramatic narrative as it 
visually unfolds on stage—as well as provide an illusionistic barrier that allowed the dramatist to 
effectively and convincingly control visual access.494 
 
4.7 “Drink to Me Only with Thine Eyes”: The Gaze, Kottabos, and Kairos 
Drink to me only with thine eyes, 
And I will pledge with mine; 
Or leave a kiss within the cup 
And I'll not ask for wine. 
 
—Excerpt from “Song to Celia” by Ben Jonson (1616)495 
 
 The power of the gaze, especially in the context of the erotic, has been amply noted in 
scholarly literature. Françoise Frontisi-Ducroux, in her article “Eros, Desire, and the Gaze,” 
examines the notion of the “eroticized gaze” on Greek vase painting, and the semiotics of the 
different ways in which gazes reveal themselves between figures.496 These include the direct 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
494 It is commonly accepted that Plato was highly critical of skenographia, and pictorial illusionism (skiagraphia) in 
general, which appear to act on (or deceive) the senses in ways he disapproved of. Plato’s criticisms align with my 
thesis that the “embodied viewing” was part and parcel of the “dramatic experience” and visuality of the stage was 
part of what made it possible. See Keuls 1978, and Demand 1975 on Plato’s relationship to painting. 
495 The lyrics of the popular old English song “Drink to me only with thine eyes” is taken from the poem of Ben 
Jonson, which is, in fact, known as a rephrasing of Philostratos, Epistles xxiiii (Johnston 1960, xi). See also Griffith 
1942. 
496 Frontisi-Ducroux 1996; see also, Steiner 2001, 203-4; Stewart 1997, 19. 
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exchange between the lover and the beloved, as well as the aversion of this gaze, or what 
Frontisi-Ducroux calls the “visual apostrophe”, i.e., the frontal face, which places the figure out 
of the narrative context in direct connection with the viewer. The “phallic gaze”, in particular, 
whether it is the direction of the “pointing” phallus or the various dismembered phallic forms 
literally endowed with an eye, is a powerful testament to the active eroticization of the gaze. 
Each example she examines underscores the importance of reciprocity of the gaze between two 
figures that are erotically engaged. However, the glances that are seemingly “exchanged” in the 
case of a pursuit, can surely not be one of implicit consent.497 Instead, the backward glance of the 
pursued, so formulaically portrayed, is nothing of the sort, but clearly a desperate measure that 
follows naturally the structure of a pursuit. Visibility is everything in a chase, and turning to 
check on your pursuer when he is closing in, is simply a natural thing to do, if you want to have 
any chance of escaping. It can also be a dramatic (not in the sense of theatrical) technique to 
enhance the suspense of the image. This is done by facilitating the viewer to empathize with the 
directed gaze of the pursued towards the pursuer. Since, after all, directing the gaze at the 
pursuer is exactly what the viewer is enacting as well. 
 Mark Stansbury-O’Donnell, on the other hand, in his comprehensive study of spectators 
on Archaic vases, makes an effective connection between the various ancient theories of vision 
and Lacanian psychoanalytic theory of the gaze.498 And by doing so, he establishes a working 
model for spectator figures on vases and their complex relationship with the viewers of the vase. 
His contextualization of the viewing experience builds upon the reciprocal and active nature of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
497 Sourvinou-Inwood 1991, also makes the claim that the gazed exchanged during a pursuit implies consent. 
498 Stansbury-O'Donnell 2006.	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vision in ancient theories, both physiological and psychological, and the Lacanian model for the 
social construct of identity of the individuals, whose gazes were directed at the image. The few 
closing words offered in the following are largely inspired by his close examination of Greek 
theories of vision and their applicability to the viewing context of Greek vases. A final corollary, 
however, of Stansbury-O’Donnell’s discourse on spectator figures, in which he observes a rapid 
decline at the end of the 6th century and early 5th century BCE, is that this phenomenon is 
resonant with the rising sensitivity to a phenomenological experience of the image put forth in 
this dissertation. Without the spectator figures, which is invariably the case especially with the 
canonical split-narrative pursuits, the visual contact with the protagonist becomes more direct, 
enabling a more complete empathic relationship between the viewer and the viewed.499  
 As early as the 6th century BCE, the lyric poet Theognis left us in one of his fragments 
three lines of lyric poetry, which has been characterized as a straight-up obsession: I love 
Cleobulus / I am mad of Cleobulus / I gaze at Cleobulus (frag. 360).  The paratactic arrangement 
of these three simple lines encourage a reading that on some level equates all three 
sentiments/actions: love = obsession = gaze.500 Plato himself defines the mechanics of desire and 
love, that love is born out of the sight of beauty—a mutual interaction “through the eyes”, which 
he qualifies as the natural inlet to the soul. In the oft-quoted passage in Phaedrus (251b), Plato 
claims that a “stream of beauty (τοῦ κάλλους τὴν ἀπορροὴν)” enters through the eye of the 
beloved, which then “acts” on the soul in various ways to enflame the feelings of love. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
499 A linguistic equivalence would be to feel like “being pursued”, not “watch myself feel like being pursued.” 
500 Alternatively one could think of the semiotic structure as: love = obsession + gaze. In other words, the thought of 
obsession and the physical act of viewing comes together as a necessary condition for love. Or the final alternative: 
love + obsession = gaze, i.e., love and the obsessive thoughts result in the act of gazing at him. Either way, the gaze 
is an active ingredient in defining love or directly a result of it. 
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 Most ancient Greek theories of vision, as noted by Stansbury-O’Donnell, offer a 
component of physical contact between the perceived object and the perceiver, whether through 
a simulacrum of the object (eidolon) of Democritus, the visual fire of Alcmaeon and Plato, the 
visual medium of Aristotle, or the Stoic pneuma, which allow the analogy of visual perception to 
be like the “touch of a stick.”501 Moreover, the extramission theory of vision championed by 
Alcmaeon, Plato and others, unlike that of intromission, activates the notion of vision, beyond 
material contact, into literally an act of grabbing. The agency ascribed to the act of viewing, just 
like the will to reach out and “touch” the perceived object, is so paramount that Plato’s discourse 
in Phaedrus—of love born out of sight—can be understood as a “two-way stream” that is 
literally willed by way of the active agency of vision. In other words, the act of visual grabbing 
on the part of the erastes is understood to have the transformative power to reach out and 
“touch” the soul of the eromenos, who at the time of initial sighting may not even be aware of 
this gaze.502 At the same time, the process of vision is also described as receiving the “particles 
that flood (µέρη ἐπιόντα καὶ ῥέοντ᾽) from the beautiful face of the youth to strike the lover’s eye 
and penetrate his soul.” (251c) Here, the brief but informative parenthesis, “for which reason 
they are called yearning” (ἃ δὴ διὰ ταῦτα ἵµερος καλεῖται), is a pun on the words µέρη and 
ἵµερος, for which it seems impossible to do justice in translation. The word µέρη, which is 
translated invariably as “particle”, also means “share” or “portion”; hence the absence of this 
portion results in ἵµερος, “longing”. To rephrase, what makes the lover yearn after his beloved is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
501 Stansbury-O’Donnell 2006, 61-7; Lindberg 1976, 9-10. 
502 Stansbury-O’Donnell 2006, 65. 
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because he is deprived of his “sight”, and this deprivation is articulated in terms of lack of 
material substance (µέρos) that constitutes it. 
 While many have commented on the importance of reciprocity of the eroticized gaze, 
given the Platonic “two-way stream” of the vision’s power to transform, it may be worth 
underlining the tactile, material aspect of the mechanics of sight—“particles” charged with 
agency to transform, grabbing the object, hitting the surface of the eye. These "charged 
particles", so-to-speak, hitting the intended target, are uncannily replicated in the mechanics of 
the immensely popular drinking-game called the kottabos, which consisted of flicking lees of 
wine to hit a designated target. This target, set up equidistant from the klines of the symposiasts, 
is a precariously balanced disk atop a pole, which will come crashing down when struck with the 
lees, on a kind of sconce, producing a loud clang.503 What is remarkable about the kottabos, 
however, is the oracular nature of the amatory goal of the game, which requires the player to call 
out the name of the person being targeted—the amatory partner or the object of desire—before 
launching the wine-lees. Lissarrague aptly points to kottabos clearly being “more than a game of 
skill…involving true aim and disruption of equilibrium, which [the break in equilibrium] is the 
physical sign of the uncertainty that takes hold of a lover in the presence of the beloved…The 
outcome of the game serves as an omen; accurate shooting presages amorous success.”504 
Athenaeus, who devoted half a book to the description of the kottabos and its many aspects, 
attests to its popularity by relating especially that Euripides, in his Pleisthenes, says— 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
503 Athenaeus, Deipnosophists 15.5; Sparkes 1960, 206; the second type, what the comic dramatists called “kottabos 
with dishes”, consists of the same mechanism of throwing the lees, but targets little saucers floating in a basin, 
which needed to be sunk in order to win.   
504 Lissarrague 1990, 84-5; for alternative functions of the kottabos game, other than the “oracular” or divinatory 
nature, see Csapo and Miller 1991. 
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 And the loud noise o’the frequent cottabus 
 Akwakens melodies akin to Venus 
 In every house. 
 
The naming of one’s target of amour which accompanied kottabos, is shown amply both in vase 
painting from the last decade of the 6th century to early 5th century red-figure vases as well as in 
literature. So Athenaeus quotes Achaeus, in his Linus, speaking of satyrs as: 
 Throwing, and dropping, breaking, too, and naming (λέγοντες)  
 O Hercules, the well-thrown drop of wine! 
And proceeds to explain that “the poet [Achaeus] uses λέγοντες here, because they used to utter 
the names of their sweethearts as they threw the cottabi…” (15.6) 
 The prevalence of representations of reclining symposiasts playing kottabos on Attic red-
figure vases is highly indicative of the popularity of game by the last quarter of the sixth century. 
Literary sources do date back to early sixth century, attesting its presence in the sympotic 
context. There is, however, absolutely no known black-figure representation of a kottabos player 
predating the earliest red-figure examples, which once again, makes the Pioneers to have been 
the first vase painters to capitalize on the kottabos imagery. Given the Pioneers’ fascination for 
capturing a moment, there was nothing better in the context of the symposium, than trying to 
represent the crucial moment in the action of the kottabos player. It is very well attested that 
playing the kottabos well was a highly prized skill, which required immense physical 
coordination, all for a split second moment in which the drops of wine leave the twirling cup. 
The wine dregs need to “fly” in the exact direction of the target, at just the right time, with just 
the right amount of force. Antiphanes also specifies that there should be only just the right 
amount of liquid left, but not too much. In other words, it requires everything that the concept of 
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kairos embodies, both temporally and spatially, all in the name of capturing the object of one’s 
desire.  
 The Pioneers’ representations of kottabos-playing symposiasts and many that followed 
portray exactly this split second moment, in which the naming of the desired amour has just 
occurred. The cup is invariably portrayed in mid-air at the very beginning of the twirling/flicking 
action that will send the wine-lees flying towards the target. Sources that provide instructions for 
perfecting the skill of tossing—and it is by no means a simple task—specify that one must “bend 
the fingers like a flute-player,” “make them into a shape of a crab,” with “the palm of the right 
hand bent upwards,” and especially, that one must “not hold the hand stiffly” and throw “with a 
rhythmic flow.”505 Some players are known to have “prided themselves more on playing 
elegantly at the cottabus than others did on their skill with the javelin.”506 It seems as if the 
action of the fingers and the wrist required both relaxation and speedy precision to be able to 
throw the lees effectively, elegantly and rhythmically, analogously to the lifetime training of a 
samurai on how to hold a sword properly, or an Olympic athlete training on how to handle the 
javelin. Athenaus continues to explain:  
For a man must curve his hand excessively before he can throw the cottabus 
elegantly, as Dicæarchus says; and Plato intimates as much in his Jupiter Ill-treated, 
where some one calls out to Hercules not to hold his hand too stiff, when he is 
going to play the cottabus. They also called the very act of throwing the cottabus 
ἀπ᾽ ἀγκύλης, because they curved (ἀπαγκυλόω) the right hand in throwing it.  
 
Stiffness from the beginning will impede the action to gain proper momentum, rather than 
relaxed fluidity that is required to identify exactly that split-second moment in which the decisive 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
505 Antiphanes, ap. Athenaeus, 15.665c-668f. 
506 Athenaeus, 11.487. 
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action must be carried out with force—i.e., the moment the sword strikes its target, or the 
moment that the javelin leaves the hand, or the moment that the fingers tighten around the handle 
of the cup that will short-stop the twirling action so as to send the wine-lees flying through the 
air. It is clear from the formulaic representation of a kottabos player—the awkward 
precariousness with which they balance the cup with one finger—is the moment pregnant with 
suspenseful anticipation of the main action that will follow: having curved his hand excessively, 
he is now about to flip around the cup, and tighten his grip at the very last moment, taking 
control of the direction and speed with which the wine-lees take their journey. 
 We take our own journey back, albeit somewhat speculative, to the Archaic black-figure 
little master cups, which was the earliest precursor to both the red-figure “erotic” pursuits as well 
as the “split-narrative” structure that were popularized in the fifth-century. While no 
representations of kottabos was found on vases at this date, it is clear that kottabos was indeed a 
popular pastime that would have been performed with these little master cups. One cannot help 
but imagine the visual impact that the split-narrative structure of pursuit on these vases given the 
spinning/flipping action to which they would have been repeatedly subjected. The pursuer 
dashing along with mighty speed on one side, would have swiftly given over to the jerking halt 
of his object of desire, who is trying to run away on the other side, just as the kottabos player 
flicks his wine-lees towards the target. And of course, one must not forget the kottabos target is 
another “stand-in” for the slippery nature of the beloved boy, who seems tremendously harder 
and harder to capture as the power of Dionysos progressively takes hold of one's senses. 
Therefore, it is not impossible given the usage and function of these cups, that the earliest 
representations of pursuit scenes took root specifically in the kinesthetic quality of such 
experiences. This also seems to have been taken up and perfected by the Pioneers, especially by 
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Eurphonios, who gives us several remarkably sensitive portrayals that fully acknowledge the 
notion of suspense vis-à-vis the play of visibility utilizing the topology of the vase.   
 One of the best-known representations of such a scene involving kottabos, often noted for 
its unusual gender reversal, is the psykter by Euphronios in Leningrad (Figure 4.23a-d). Four 
hetairai named Smikra, Palaiso, Sekline, and Agape, are shown reclining one after the other on 
banqueting couches, each taking up a fourth of the available field, and each engrossed in their 
own activities. Smikra, our expert kottabos player is shown strictly following the rules set out in 
the literary sources, reclining on her left elbow, with her right index finger skewing the handle of 
her cup, elegantly bending her wrist, palm-up, and curling her fingers like a flute player. She 
utters the words “this is for you Leagros”, and is just about to send the drops flying through the 
air, most definitely, in the direction of her intense gaze directed towards the left.507  
 It hardly needs reminding that the form of the psykter, as the examples discussed earlier, 
has a built-in mechanism in its usage that allows a special kind of kinesthetic experience. As the 
psykter spins while floating in the wine mixture, we see a dizzying parade of “naked ladies” one 
by one, dipping in and out of the wine, teasingly hiding and revealing their lower bodies to the 
delight of the symposiast whenever he tries to refill his cup. The more activity of drinking the 
more the psykter-boat is rocked, and now Smikra, who is trying to play a game that needs the 
skill and precision of a javelin thrower, will look absolutely helpless, and even comical, to the 
inebriated viewer himself. After all, every symposiast would have known what it feels like to 
play kottabos while the kline seems to rock back and forth as if on a boat! And as the psykter 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
507 This inscription naming Leagros is not only the main visual evidence we have for the “oracular” function of 
kottabos, its Doric dialect is also noted for the correspondence with Sicilian colonizers, where the sources locate the 
origin of the game (Sparks 1960, 203-4). 
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bobbles and spins, the various inscriptions (in red) that are dotting the black expanse between the 
figures, with haphazard zigzag patterns, would certainly look like wine drops flying through the 
air.  
Let us examine the encounter with the rest of the figures one by one. To the right of 
Smikra is Palaisto in the act of drinking and gazing out at the viewer, clearly uninterested in 
Smikra’s activities. Then comes Sekline busy playing the aulos equally engrossed in her own 
world. But when we finally come to the figure of Agape, “Miss Love,” she looks straight ahead, 
meeting at last the gaze of Smikra across the two ladies in between (Figure 4.23d).508 Agape also 
engages physically: she steadily and prominently holds out a skyphos, balanced on the palm of 
her outstretched arm, as if to receive the love-lees thrown by Smikra. Can it be by chance, that 
she is named Agape? Is Smikra playing for the affection of Leagros, and her kottabos target is 
Love herself? Will she ever make the target through the impossible distance, on the wobbling 
love-boat?509  
 Another neck-amphora at the Louvre, attributed to Euphronios, shows two youths 
reclining, each on their own side of the vase, just as in a split-narrative, unambiguously united in 
the same physical setting. On one side, a kottabos-playing youth turns his head sharply to his 
left, with an intense gaze. The direction of his gaze is reinforced by his left hand, which waves at 
or points towards the same direction. His elbow, however, remains firmly planted on the kline 
cushion, like most kottabos players. There is an obvious allusion to something beyond the frame 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
508 Prof. Helene Foley suggests that the term Agape, as a term of affection, would translate more or less as "Miss 
Popular," which would, in fact, work equally if not better for the argument that follows. 
509 I am not aware of any previous interpretation of the vase regarding Agape as "in dialogue" with Smikra. Her 
holding out a skyphos with her right hand, while the other hand also holds one (presumably for her own drinking), is 
especially suggestive that she is engaged in the game. 
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that the reclining youth engages with, and that is invisible to the viewer at this time. Moreover, 
from the kottabos-readied cup in his right hand, emanates an inscription: PAIS, LEAGROS 
KALOS. The “pais", in retrograde, going downwards from the cup to the left — as if a little 
‘unintended’ spill of wine-drops — is juxtaposed with LEAGROS KALOS, going right in 
orthograde, straight above and across his head, leading the viewer/reader’s attention to the same 
intended target outside of his frame. Of course, when the viewer does follow this around to the 
other side, you see another inscription—the same LEAGROS KALOS— but in retrograde this 
time, picking up visually, the trail left in the viewer’s memory from the obverse. This visual trail 
that cannot be dissociated with the supposed wine-lees that are flying about, brings us to the lyre 
of the second youth, and finally to the love-song that streams out of his mouth mamekapoteo, 
which potentially associate with Sappho’s famous poem, “I suffer from longing.”510 These letters 
perfectly surrounds his head as if a halo, which recalls the passage in Aeschylus, in his Bone 
Gatherers, relayed again by Athenaeus:  
Eurymachus, and no one else, did heap 
No slighter insults, undeserved, upon me; 
For my head always was his mark at which 
To throw his cottabus . . . . . 
 
Again,  the uncanny space-time unity, with which Euphronios is able to synthesize, between the 
gaze of the youth, the temporality of the viewer vis-à-vis the characters, and the topographic play 
of vision, through the shape of the vase and the visual roadmap (through inscriptions), is simply 
unparalleled. The inscriptions become at once, the drop of wine-lees, filled with the power to 
transform when the target is struck; just like the Platonic understanding of the visual particles of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
510 Sappho, frag. 36; see also Lissarrague 1990, 133. 
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the beautiful face, which stream in and out of the reciprocal gaze, touching and grabbing the 
soul. Simultaneously, one must not forget that it is the viewer’s own vision that is being activated 
through the reading of the inscriptions, hitting the beautiful image of the pursued youth, the 
Ganymede, or the Agape, a stand-in for the viewer’s own beloved in real (or imaginary) life.  
 The symbolic connection between the practice of the kottabos and the power of vision 
itself is shown undeniably in the following tondo of the cup (Figure 4.25) in Florence. The 
kottabos player looks out frontally at the viewer, engaging directly, some say, “as a sort of 
challenge.”511 But the inscription, ho pais kalos, again, both visually and conceptually takes up 
the identity of the wine-lees being thrown from the cup held in his right hand—it is as if the lees 
are flowing towards the face of the drinker himself, who has just drained all but the last dregs of 
wine with his mouth at the bottom-lip of the vase. The final revelation of draining one’s cup, 
results in a direct apostrophic visual engagement with the frontal gaze of the figure, and at the 
same time he is throwing kottabos lees at him, which, by way of drinking, he also consumes 
quite literally. The inscription-lees saying ho pais is also a generic qualification that facilitates 
self-identification. Thus the deeper structural connection and the symbolic union of vision, 
desire, and realization of love have become literally manifest in the tondo of the Florence cup, 
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4.8 Conclusion  
The immense popularity of the so-called “erotic pursuit”, which flowered in the 
beginning of the 5th century BCE and remained popular throughout the century, has never been 
sufficiently accounted for as a general phenomenon. Vague reflections on the possible changes in 
sexual politics may account for the gender imbalance within the corpus of pursuits, and myopic 
explanations regarding a small subset of pursuits may causally link with contemporary military 
events, or even the staging of certain satyr plays. Nevertheless, the general penchant for 
representing “the chase,” regardless of their exact subject matter, has never been given proper 
contemplation. It is clear, however, that once the vital ingredient of the pursuit scenes is 
identified as the notion of “suspense”, we can unravel the structure of how suspense is perfected 
through the manipulation of temporality in conjunction with the visual accessibility of the image.  
Furthermore, the contemporary employment by Aeschylus of a new kind of temporal 
manipulation in his tragedies defines a complex matrix of emotive relationship between the 
viewer/audience and actors/narrative on stage. Deeply resonating with the structure of the visual 
narratives seen on the vases, it is a testament to the heightened awareness of the phenomenology 
of time, not only in relation to the relative progression of the narrative per se, but also in relation 
to the two-fold notion of “presence”: the “now-ness” of the unfolding act, and the “here-ness” of 
the action on stage that is visible. 
The split-narrative technique seen on the Berlin Painter’s Ganymede vase and many 
others that followed, which made full use of both the space and time of the object and the 
subject, truly exemplifies the importance of the phenomenological aspect of suspense in the 
genre of pursuit imagery. While this visual narrative technique finds its germination in mid-sixth 
 252	  
century Little Master cups, it was not until the late sixth-century Pioneers, and especially 
Euphronios, on whose vases we find full expression of its potential. These include not only the 
kottabos imagery that we examined above, but also other examples that employ the split-
narrative technique, such as his amphora at the Hermitage (Figure 4.26). Herakles stands cross-
legged, daintily on tiptoes, as if he is caught just at the crucial moment, presumably at his closest 
approach to his invisible target without being discovered. He flexes his bow to its fullest, chest 
puffed, stomach flexed, and he is holding his breath so that all his super-human energy is 
concentrated at the tip of his arrow, which he will release in the very next second. He is once 
again kairos personified, even echoing the much later Lysippan personification in form, evident 
from his momentary pose on tiptoe, to his bow and arrow loaded up to its fullest capacity about 
to fly towards his target—just as a scale balanced on the tip of a razor. The suspense is 
unbearable, and we turn to the other side, visually identifying the Hydra, lurking unaware, 
slithering on a tree, and its many necks waving against the background of a fan of stationary 
branches. 
Through the examination of black-figure precedents of the pursuit, it has been found that 
a complex nexus of subject matters surround the earliest occurrence of “erotic” pursuits, 
including other mythological, dionysiac, hunt, and battle imagery. While a more in-depth 
examination may illuminate further structural connections between the categories, what is most 
interesting is the early evidence for a true kinesthetic awareness that is ultimately bound up with 
the form and topology of the vase itself, as well as its usage. The connection between the 
understanding of earliest pursuit imagery and the usage of the cups in the game of kottabos 
remains highly conjectural. However, the sudden popularity of representing the kottabos in late 
6th century, again, is extremely interesting in light of the undeniable interplay between the 
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eroticized gaze and the kairotic essence of the game. The equivalence between the physical and 
psychological agency of vision and the “hitting of the target,” which results in another 
equivalence of “catching your object of desire,” are all very much dependent on the successful 
application of kairos.   
 Instead of looking for sociopolitical currents or customs that hinge largely upon gender 
politics, it is proposed that the rise of pursuit imagery in the erotic realm had much to do with the 
rising fascination with its sensory nature, and its ability to appeal to the perceptive faculties of 
the visual consumers in the erotic context of the symposium. These visual consumers, being ever 
more exposed to the delights of heightened temporality and urgency in the experience of the 
tragic stage, would have been well conditioned to fully appreciate the embodied experience that 
the images provided. In this regard, there is a good possibility, which has not been examined in 
depth here, of an even more sensational parallel in the genre of satyr plays, of which we only 
have a single full example extant by Euripides. Unfortunately, the surviving Aeschylean 
fragments are not sufficient to assure any physical chase between the protagonists or the satyrs. 
But given that the plays Oreithyia and Amymone are both undoubtedly about the pursuit and 
capture of their eponymous heroines by Boreas and Poseidon respectively, and from what we do 
know of the comic, burlesque nature of satyr plays, it is not unlikely that there was a component 
of a physical pursuit, a hide-and-seek of sorts, that enhanced the pure thrill of the experience.  
The escape sequence of Odysseus, in the last part of the sole surviving satyr play Cyclops 
by Euripides, in fact, provides an excellent corroboration of the “physical chase” being enacted 
on stage. Once Odysseus has blinded Polyphemos in the cave and out of the viewer’s sight, the 
latter appears on stage, visible to the viewer, but without his own faculty of vision. Then follows 
a long sequence of the escape, with clearly both Odysseus and Polyphemos on stage at the same 
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time; while the former keeps quiet, a series of dialogues ensues, between Polyphemos asking the 
physical whereabouts of Odysseus, and the leader of the chorus of satyrs deliberately misleading 
him: 
CYCLOPS  On which side?  
LEADER  On thy right.  
CYCLOPS  Where?  
LEADER  Close against the rock. Hast caught them?  
CYCLOPS  Trouble on trouble! I have run my skull against the rock and cracked it  
LEADER  Aye, and they are escaping thee.  
CYCLOPS  This way, was it not? 'Twas this way thou saidst.  
LEADER  No, not this way.  
CYCLOPS  Which then?  
LEADER  They are getting round thee on the left.  
CYCLOPS  Alas! I am being mocked; ye jeer me in my evil plight.  
LEADER   They are no longer there; but facing thee that stranger stands.  
CYCLOPS  Master of villainy, where, oh! where art thou?  
 
The effect of comic suspense from this prolonged sequence of a physical chase is self-evident; 
Polyphemos, deprived of his vision following the cues of the Satyr, allows ample opportunities 
for the actor playing Odysseus to enact many near catches, probably with enormous comical 
effect, and many junctures at which to manipulate the viewers to the effect of building and 
releasing suspense. Here, also, the symbolic and practical importance of vision in a pursuit is 
literally manifest by depriving the pursuer of his sight; overtly so, to a point which the viewers 
might even feel a little sorry for the stumbling giant without his single eye. 
 The “thrill of the chase”, after all, needs no explanation. It is attested in the ubiquity of 
the “hide-and-seek” game, played throughout history by children from around the globe—which 
almost always, in some form, is known to combine an element of “visibility” and a “physical 
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pursuit”. And still yet, the maddening thrill of the psychological game of pursuit, in the figural 
sense, especially in the context of erotic desire, is all so familiar to us as it was to the sixth-
century BCE poet Theognis (1299-1304): 
 
Boy, how long will you flee from me? How I pursue you  
And search for you. May I reach the end of your anger!  
But you flee, with a faithless and arrogant spirit  
And the ways of a pitiless kite.  
Wait for me, instead, and grant me your favor(s): you will not long have  
The gift of violet-crowned Aphrodite, the Cyprus-born. 
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Conclusion: Toward a Temporal Revolution in Greek Art 
Leto’s son, the temple’s twin facades  
gleam with fair-eyed loveliness 
See, Look here! (ἰδου, τᾶδ᾽ἄθρησον) 
 
The hydra of Lerna he slays (ἐναίρει) 
with a sickel of gold, does Zeus’ son 
Friend, look over here! 
 
I see him (ὁρῶ). And near him another 
raises (αἴρει) the blazing torch!  
Is it he whose story I heard  
as I plied my loom 
shield-bearing Iolaos, who  
took up shared labors with  
the son of Zeus and helped him to endure them? 
 
But see here 
the man upon the winged horse: 
he is slaying (ἐναίρει) the fire-breathing  
three-bodied monster. 
 
   —Euripides, Ion 185-200512 
 
 A remarkable passage in the chorus of Euripides’ Ion, describing the architectural sculpture 
at the Temple of Apollo, reminds us that the act of viewing art was indeed an embodied 
experience akin to our modern cinematic one. “See, look here!” they shout, accompanied no 
doubt with vigorous pointing gestures, followed by a vivid description in the present tense, as if 
they are witnessing an action literally unfolding in front of their eyes: “The hydra of Lerna he 
slays (ἐναίρει), with a sickle of gold.” “Friend, look over here!” they shout again, “I see him,” 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
512 I thank Prof. Helene Foley for her keen insight in directing me to this passage. 
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they answer, adding, “and near him another is raising the blazing torch!” And again, “he is 
slaying the fire-breathing three-bodied monster.”  
 The above passage in Ion provides an uncanny literary parallel to the so-called swallow 
vase at the Hermitage (Figure 3.1), playing with the temporality of the viewer and his vision, 
with an explicit demand to look, and to participate in becoming part of the narrative unfolding in 
the present moment. Similarly, the actors of the chorus on the Euripidean stage, while gesturing 
and pointing to one another, are of course explicitly addressing their viewer/audience. It is an 
invitation to participate in witnessing the pictorial narrative on the Temple of Apollo that is 
vividly coming to life, as they provide the verbal eyewitness accounts of their own vision. It is 
highly possible that the chorus members were enacting a type of verbal ekphrasis, in other 
words, that there were no such vivid sculptural oeuvres physically and visually manifest on stage, 
which the audiences could see, while hearing the chorus describing it at the same time. Because 
of this, the passage is a particularly powerful testament to the notion of embodied viewing; since 
without the "images" themselves to behold, one is invited to enact the viewing of these images, 
through what one does see: the actors on stage. By fully identifying with the actors on stage, one 
is able to invoke an even more powerful image in the mind's eye. It not unlike the old man in 
Lysistrata "doing the Harmodios," immediately bringing the visual memory of the sculpture of 
the Tyrannicides to bear on these moments of immersion on the comic stage.513 
 Yet, even when taken at face value, the above-mentioned passage in Ion is remarkable for 
its ability to presentify the awe-inspiring spectacle, moving and breathing with life; and the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
513 And vice versa, i.e., the moment one sees Harmodios in the agora, the comic appearance of the old man would be 
invoked, imbuing a new playful meaning to the viewing of the statue. 
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visual pleasures of witnessing the thauma and excitement comes across as if someone in our 
contemporary society would be talking about his or her experience with the newest virtual reality 
device. The viewing experience in fifth-century Greece was thus different from the 
contemporary practice not because it was structurally different, but because of the different types 
of visual conditioning available at our disposal. This hardly means we possess no 
epistemological access to the viewing experience in ancient Greece, but that we need to identify 
the common structure of the viewing activity in order to do so, despite the fact that this common 
structure might locate itself in vastly divergent visual media. The intermittent references to film 
as visual comparanda are thus partly inspired by such common grounds being palpable through 
modern theoretical, phenomenological underpinnings. There is, however, a more fundamental 
conceptual echo between the invention of cinema in the late 19th century, and the changes we see 
in the visual culture of Greece, whose beginnings are located exactly 2.5 millennia prior, in the 
late 6th century BCE. 
 
“In the spleen, time becomes palpable,” wrote Walter Benjamin, “the minutes cover a man like 
snowflakes.” Although referring to Baudelaire’s poetry specifically, Benjamin was, in fact, 
offering an elegant appraisal of the general turn-of-the-century attitude toward, and experience of 
time, and its representations in relation to early modernity. With the rapid pace of 
industrialization and mechanization of the work environment as well as the growing urgency of 
urban lifestyle and mobility, came something of a revolution in how time was perceived, 
structured, and reified. It is hardly an overstatement to say that modernity itself was perceived as 
a temporal demand. Time was indeed palpable, and was being felt everywhere, enabled by new 
technological innovations that visibly represented it. At the center of this visual landscape that 
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partook in a sea change in the perception of temporality stands the invention of cinema, which 
made possible a new visual access to time with its “perfect” representability and archival ability. 
 At the dawn of democracy in the late sixth and early fifth century BCE Greece, we see a 
similar, if not more fundamental, change in the way time concepts and temporality were 
perceived, understood, and integrated into the society at large. History was written for the first 
time and Tragedy was also born: new genres of literature, which focused, to an unprecedented 
degree, on the present and recent past. Moreover, the scholarship on literary, philosophical, 
socio-political, and scientific discourses points to an even more prominent change in the later 
fifth-century attitude towards time: from the authority of the past to the uncertainties of the 
present. This shift in the general attitude towards the present and its uncertainties was 
accompanied by an increasing complexity in articulating temporality. This is shown not only in 
new literary narrative techniques but also in the major breakthroughs achieved in civic, religious, 
political time-keeping systems, as well as astronomical and technological developments that 
allowed for finer measurements of time. Such a phenomenon parallels, in many ways, the above-
mentioned temporal revolution witnessed with the advent of modernity. The domain of visual 
culture was certainly no exception. 
It is well-established that the Greeks had a dualistic notion of time: chronos being the 
ordered, measurable and uniformly flowing time, and kairos being its qualitative counterpart, 
signifying not just any time, but the “right,” opportune time, the fleeting instant of the now that 
needs to be seized upon, accentuating human agency. By the fifth century BCE we see this 
notion of kairos surface as a dominant force that permeated all aspects of Classical Greek 
culture; this new temporality was highly empirical in nature laden with contingency. While time 
was rarely personified in Greek art, it was Kairos that was given the appearance of a nimble, 
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youthful divinity by Lysippos toward the end of the Classical Period. A detailed 
phenomenological investigation of the ‘Lysippan Kairos,’ which is only possible through a full 
3D digital reconstruction of the statue, unravels the intricacies of its temporal message fully 
enmeshed with its spatial form. Lysippos' innovative artistic principles encoded within the 
topochronic relationship with the viewer further attest to the importance of the notion of kairos 
for the visual arts. The complexity of kairos that was at once temporal as well as spatial further 
informs the highly empirical and qualitative nature of the notion, as an "unteachable" intuitive 
concept that needs to be felt rather than reasoned. 
The principle of kairos is seen above all in a newfound interest in visualizing human 
history, commemorated on large-scale official media, for its implication for the new temporality 
of the society, which stresses human experience of the present moment. While both examples 
treated here, the Tyrannicides group of Kritios and Nesiotes and the paintings in the Stoa Poikile, 
are from the second quarter of the fifth century, the first statue group of the Tyrannicides by 
Antenor must not be forgotten, which may date as far back as the last decade of the sixth century 
BCE. Moreover, the return of the "older" statue group of Antenor some time during the third 
century BCE to be placed next to the Kritian group, and its renewed impact on subsequent 
generations, of visualizing such temporal layers of history would be worth further exploration. 
Especially since, the Stoa Poikile, already in the fifth century, may have been the first "historical 
hall of fame" in which temporal "framing" of events in more than one layer was displayed, 
leading up to the very present moment during early years of the Peloponnesian War. Whatever 
the detail of their reconstruction, the paintings in the Stoa, for their interplay not only with the 
viewer's own spatio-temporal dimension but also with the topographic surroundings, as well as 
their actuality that was intimately associated with memory, represent a drastically new mode of 
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viewing—one which I argue was comparable to the visual shock that accompanied 19th century's 
invention of photography and cinema. 
The mode of embodied viewing of three-dimensional sculptures, with literary testimonies 
in the case of Harmodios, is seen extended to two-dimensional vase painting, vivaciously 
initiated by the Pioneer Group, especially by Euphronios, in the late-sixth century. These artists 
consistently employed pictorial strategies that allow the image to reflect an Aristotelian nun, a 
split-second moment that is also physiologically informed, especially with a unified theme of the 
struggle against gravity. Not only do these works show an unequivocal interest in time and 
temporality, and a literal idea of kairos, but their intimate dialogue with the topology of their 
medium in order to intuitively convey this temporality also epitomizes the empirical and tangible 
nature of kairos, informed by human experience and subjectivity. There is certainly more to be 
done with the notion of balance and weight—the relationship between the 'boundary' quality of 
kairos and the work of the Pioneers. This is also true in the structure of representations of 
pursuits, as I have argued that its sensationalism—primarily due to the phenomenology of 
suspense, which is in turn highly dependent on kairotic temporality that is both fleeting and 
contingent—is the very reason behind its exploding popularity.  
Modern cognitive science and neuroscience have made a momentous leap in the last 
decade or so in understanding human perception vis-à-vis time and vision, and proves to be an 
immensely promising field as newer studies continue to reveal the mechanisms of our perceptual 
faculties. It is only a matter of time before we are able to dissect further the notion of embodied 
viewing, emotive responses, and their relationship to the perception of time, which will no doubt 
shed further light on some of the concepts sketched in this dissertation.  
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The spirit of kairos that marked the "temporal revolution" at the turn of the fifth century Greece 
finally resurfaced at the turn of the twentieth century: against the Cartesian background as 
Bergson's durée or Heidegger's authentic time, and against the Newtonian background as 
Einstein's relativistic time. This qualitative notion of kairos is now being reformulated by 
progressively audacious explorations in the uncharted territories of both the human brain on the 
microscopic scale and the space-time of the physical universe on the macroscopic scale—both of 
which have powerful consequences not only for the temporality of the society at large, but also 




























Figure 1.1 Kairos by 
Lysippos. Roman relief 


























 Figure 1.2 Relief Fragment, Hellenistic 
copy of Kairos by Lysippos. 1st C BCE. 
Trogir, Dalmatia. 
Figure 1.3 Relief Fragment, Hellenistic 
copy of Kairos by Lysippos. 1st C BCE. 
Athenian Acropolis. 
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Figure 1.5 (a,b) The Lysippan Kairos: Final 3D Digital Reconstruction  
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Figure 1.5 (c,d) The Lysippan Kairos: Final 3D Reconstruction (Profile and Frontal views) 
 
 
Figure 1.6 Various angles of the 3D reconstructed Lysippan Kairos. (Courtesy of Dave Cortes) 
 
































Figure 1.8 Lateral zigzag configuration of the Lysippan Kairos (3D reconstruction and 2D Turin 
relief) 
	  









Figure 1.9 Figure skater Kim Yuna (right), at the moment of landing after a spinning jump. 
 
  
                                            
 
 
Figure 1.10 Lysippan Kairos Reconstruction: Profile view, weight distribution around central 
axis. 
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Figure 1.11 Overhead views of the 3D reconstruction of the Lysippan Kairos. Left: configuration 




Figure 1.12 Comparison with tightrope walking 
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Figure 2.1 Tyrannicide Group: Harmodios and 
Aristogeiton. Roman marble version of a bronze 
group by Kritios and Nesiotes. Naples, Museo 









Figure 2.3   
Fragments of an Oinochoe depicting the 
Tyrannicide group of Kritios and Nesiotes, 
from the grave-precinct of Dexileos in the 
Kerameikos of Athens (ca. 394 BCE). 
Boston Museum of Fine Arts. 
Figure 2.2 Plaster reconstruction of the 
Tyrannicides by Kritios and Nesiotes, with 
corrected stance of Harmodios. (Rome, Museo 
dei Gessi).	  
  





Figure 2.4 Panathenaic prize-amphora assigned to 
the Kuban Group, with shield device representing 
the Tyrannicide Group by Kritios and Nesiotes. ca. 







Figure 2.5 Coin of Kyzikos (Electron stater). 
Second half of the fifth century. After Richter 
























Figure 2.6 Herakles and Amazons: Telamon with the “Harmodios blow”, Volute krater attributed 
to Euphronios (ca. 510 BCE). Arezzo, Museo Civico. 
 
	  











Figure 2.7 Fragment of black-glazed relief 
vase (After Richter 1928, Fig. 4). 3rd-2nd 
century BCE. Said to be from Naukratis 









Figure 2.8 Tyrannicide group by Kritios and Nesiotes, cast reconstructions: comparison between 
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Figure 2.10 Oblique viewpoint     Figure 2.11 Profile view with Aristogeiton 
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 Figure 2.13 Plan of the Agora with possible locations of the Tyrannicide group marked. 
 
	  







Figure 3.1 The so-called "Swallow vase". Pelike attributed to the circle of Euphronios (c.510 
BCE) Hermitage, St. Petersburg. 
 
       
 
Figure 3.2 The So-called "Jumpers vase". Red-Figure Pelike attributed to Euthymides (c.510 
BCE). Boston Museum of Fine Arts. Side A (left), Side B (right). 
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Figure 3.4 Middle Corinthian Aryballos 
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(a)   (b)    (c) 
Figure 3.5 Athlete using the aryballos (a). Detail of the calyx krater by Euphronios. Berlin. 
 
      
 
Figure 3.8 Exterior of Figure 3.7, Kylix attributed to Epiktetos. Dionysos, Satys and Maenads. 
Figure 3.6 Panathenaic Amphora by Euphiletus. 
Pentathletes. British Museum, London (c.520 BCE) 
Figure 3.7 Tondo of a kylix, attributed to the  
style of Epiktetos. Louvre, Paris. (c.510 BCE) 
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Figure 3.10 Jumper with halteres (preparation for the jump?) Munich (left) Boston (right). 
	  






Figure 3.12 Scenes of Takeoff for long-jump with halteres. Left: from the bater (takeoff board) 




Figure 3.11 Red-Figure 
Psykter attributed to Oltos 
(c.510 BCE), Pentathlete with 
halteres preparing to jump 
accompanied by aulos player. 
 
The arrow shows the position 
and direction of the meta-
discourse inscription: "he is 
about to jump."   
 
(The Metropolitan Museum of 
Art, New York). 
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Figure 3.13 Red-Figure kylix attributed to Onesimos (c.500 BCE). Mus. of Fine Arts, Boston.  
 
Figure 3.14 Modern 
long-jump techniques: 
landing with "kickout" 
technique, to maximize 

















Figure kylix by the 
Nikosthenes Painter. 
Pentathlete bending to 
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Figure 3.16 Attic Red-Figure Kylix Attributed to Euphronios, Ajax Carrying the Body of 
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Figure 3.17 Attic Red-Figure Kylix signed by Euphronios, the “Sarpedon Cup”, Transportation 
of the Body of Sarpedon by Hypnos and Thanatos; Swiss Private Collection (ex-Hunt 
Collection). 
	  
	   282	  
	  
Figure 3.18 Main Fragment of an Attic Red-Figure calyx krater attributed to Euphronios, 




Figure 3.19 Details of Figure 3.18, highlighted in white: Left: Achilles, Right: Ajax. 
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Figure 3.20 Detail of the "Princeton Achilles Fragment"; sketch lines visible especially for the 
spear shafts, seen shifted left of the final version. 
	  
Figure 3.21 Attic Black-Figure Hydria by the Leagros Group: Ajax Retrieving the Body of 
Achilles, ca. 515-505 BCE. Munich, Staatlich Antikensammlungen un Glyptothek (1712). 
	  
	  




Figure 3.22 Details of the Attic Red-Figure calyx krater by Euphronios, "Sarpedon Krater". Villa 
Guilia, Rome.  
	  
	  
	  	   	  
	  
Figure 3.23 Fragmentary Attic Red-Figure Calyx Krater by the Berlin Painter. Ajax Retrieving 
the Body of Achilles (Athena follows). ca. 500 BCE. Malibu (77.AE.5) 
	  











Figure 3.24 The 
















Figure 3.25 Reconstruction of the Lifting of the Sarpedon Krater.  
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Figure 3.26 Francois Vase: side view, volutes and handle (A/B). Florence (4209). 
	  
Figure 3.27 Francois Vase: Lateral View (side B/A): Highlighted areas denote motifs that have to 
do with carrying. 
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Figure 3.28 Francois Vase: Under Handle (B/A), youth carrying amphora. 
	  
	  
Figure 3.29 Francois Vase: Under Handle (B/A): Return of Hephaistos, Silenoi carrying 
wineskin and Maenad. 
	  




Figure 3.30 Attic Black-Figure Column Krater in Paris, Louvre (F305): Satyr carrying wineskin 
and Ajax carrying Achilles. 
	  
	  
	   289	  
	  
	  
Figure 3.31 Attic Black-Figure Kylix Attributed to Caylus Painter or Leafless Group. Ajax 
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Figure 3.32 Tondo  of a Kylix by the He 
rmaios Painter. London (British Musuem 
E34) ARV2 110.8	  	  
Figure 3.33 Red-figure plate by Epiktetos  
London (British Musuem E137) ARV2 78.95	  	  	  
Figure 3.34 Tondo: youth lifting rocks (c.500) 
Würzburg.	  
Figure 3.35 Fragment, Red-Figure Kylix by 
Euergides Painter. Paris G96 (ARV2 94.107)	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Figure 3.37 Red-Figure Neck Amphora attributed to the Berlin Painter. Menelaos Pursuing 
Helen. Naples. 
 
Figure 3.36 Fragment of a red-figure cup by 
the Elpinikos Painter. Menelaos threatens 
Helen with a sword and leads her away. 
Boston. 
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Figure 3.38 Red-Figure Bell Krater by the Menelaos Painter. Helen and Menelaos dropping a 





Figure 3.39 Detail of the Red-Figure calyx krater by the Persephone Painter. Odysseus confronts 
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Figure 3.40 the Red-Figure calyx krater by the Persephone Painter. Odysseus confronts Circe 
(left, top), youth pursues woman (left, bottom); fleeing women, man with scepter, man leaning on 
staff (right) New York. 
 




Figure 3.41 Black-Figure Hydria by the 
Leagros Group. On shoulder: Achilles 
pursuing Troilos and Polyxena. London.	  
Figure 3.42 Red-Figure Nestoris fragments. 
Achilles pursuing Troilos and Polyxena.  
Dropping vase. Malibu.	  
Figure 3.43 Black-Figure 
amphora by the Swing Painter 
c.540 BCE. Cincinnati.	  
	  







Figure 3.45 Red-Figure cup by the Dokimasia Painter. Herakles and Busiris. Ferrara. 
Figure 3.44 Red-Figure 
hydria by the Troilos Painter 
(c.480 BCE). Munich.	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Figure 3.46 Tondo of the Red-
Figure cup by the Dokimasia 
Painter. Busiris Fleeing. 
	  
Figure 3.47 Red-Figure stamnos  
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Figure 4.1 The Chigi Vase. Protocorinthian 
Olpe. Villa Giulia, Rome. 
Figure 4.2 The Macmillan Vase.  
Protocorinthian aryballos. London. 
	  





































Figure 4.4 Red-Figure askoi. Left: Hound chasing fox (Munich 2541. CVA 2, pl. 100). 
Right: hare being chased into a net (Oxford, Ashmolean Museum: 1979.20) 
Figure 4.3 Black-Figure Lekythos by the Hound-and-Hare Group (Goteborg, Rohsska Mus: 
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Figure 4.5 Athenian Red-Figure Volute Krater by the Chicago Painter. Departure of a Warrior on 
main body, erotic pursuits (side B, left) battle scene on the neck (side A, right). Ferrara, Spina). 
Figure 4.6 Lebes Gamikos by the Pan Painter. c. 480-460 BCE (Providence). 
a                                     b                                            c                                 d 
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Figure 4.7 Lebes Gamikos at University  





Figure 4.8 Venn-Diagram Relationship between 






Figure 4.9 a, b Neck amphorae by the Affecter c.540-520 BCE (Vatican, Museo Gregoriano 
Etrusco) 
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Figure 4.11 Little  
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Little Master Lip 
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Figure 4.18 Red-Figure Hydria, woman chasing 
man with petasos/chlamys (Brussels)  
Figure 4.19 Penthesilea Painter. Eos and 
Tithonos (London) 
 
Figure 4.20 Brygos Painter (boston cup) 
	  




































































Bell krater by the 

















Figure 4.23b Palaisto 
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Figure 4.24 Neck Amphora by Euphronios. Kottabos player (Louvre) 
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